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New Casavant Organ Built 
for Church in Pembroke 


Installation of a new three-manual 
organ has been completed in Zion 
Lutheran Church, Pembroke, Ont., by 
Casavant Fréres Limitée, St. Hyacinthe, 
Québec. 

The organ is located in the rear gal- 
lery of the church with the positiv on 
the gallery rail. Lawrence Phelps de- 
signed the instrument in consultation 
with Raymond L, Barnes, Casavant local 
representative, and Max Discher, or- 
ganist of the church. 


GREAT 
Principal 8 {t. 61 pipes 
Bordun 8 ft. 61 pipes 
Stillfléte 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Spitzflote 4 ft. 61 pipes 
Flachfléte 2 ft. 61 pipes 
Mixture 4 ranks 244 pipes 
Trompete 8 ft. 61 pipes 


SWELL 
Viola 8 ft. 61 pipes 
Vox coelestis 8 ft, 54 pipes 
Rohrflote 8 ft. 61 pipes 
Spitzprincipal 4 ft. 61 pipes 
Lieblichfléte 4 ft. 61 pipes 
Waldfléte 2 ft. 61 pipes 
Scharf 3 ranks 183 pipes 
Oboe 8 {t. 61 pipes 
Tremulant 


POSITIV 
Gedackt 8 ft. 61 pipes 
Koppelfléte 4 ft. 61 pipes 
Principal 2 ft. 61 pipes 
Quintfléte 114 ft. 61 pipes 
Sesquialtera 2 ranks 98 pipes 
Zimbel 3 ranks 183 pipes 
Krummhorn 8 ft. 61 pipes 


PEDAL 
Subbass 16 ft. 32 pipes 
Principal 8 ft. 32 pipes 
Gedacktpommer 8 ft. 32 pipes 
Choralbass 4 ft. 32 pipes 
Mixture 4 ranks 128 pipes 
Posaune 16 ft. 32 pipes 
Schalmei 4 ft. 32 pipes 


STAGE ELECTRONIC MUSIC 
COMPETITION AT DARTMOUTH 


The third international competition 
for electronic music composition will be 
held at Dartmouth College April 8-10 
in conjunction with the annual meeting 
of the American Society of University 
Composers April 10-12. The Society’s 
meeting at Dartmouth has been sched- 
uled as part of Dartmouth’s Bicenten- 
nial Year and will bring together com- 
posers from all parts of the country. 

Composers of electronic music will 
compete for the Dartmouth Arts Coun- 
cil prize of $500 and an opportunity to 
have their works released on a com- 
mercial recording. 

Composers interested should write 
Jon Appleton, Electronic Music Studio, 
Dartmouth College, Hanover, N.H. 
03755. 


1500 singers from five Florida counties took 
part in a choral festival Feb. 7 at the Univer- 
sity of Miami. Featured clinician was Brock 
McElheran, Grande department of music, State 
University College, Postdam, N.Y. The sing- 
ers, from Dade, Broward, Palm Beach, Mar- 
tin and St. Lucie Counties, represented 24 
high school choirs. The festival was sponsored 
by the University of Miami, department of 
music education. 


THE 1971 conference of the Incorporated 
Association of Organists will be held in Cam- 
bridge, England, July 31-Aug. 5, 1971. Full 
details of the conference may be obtained from 
the Secretary, University Music School, Down- 
ing Place, Cambridge, England. 
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An artist’s conception of the new organ case for the teaching studio at Hartt College of 
Music, University of Hartford, Conn. Asymetrical in design, the case has a black frame, 
walnut paneling and orange and yellow interior. Pipes are to be of tin, copper and zinc. 
The stoplist of the Gress-Miles instrument was on page 4 of the March 1969 issue. 


Aeolian-Skinner Installs 
Three Manual at Kalamazoo 


The Cathedral of Christ the King in 
Kalamazoo, Mich. is anticipating dedi- 
cation of a free-standing 49-rank Aeoli- 
an-Skinner instrument as the installa- 
tion nears completion. 

The organ is completely encased. Its 
divisions and front pipework are ar- 
ranged in a vertical array, with the 
Pontifical Trumpet and Great Trom- 
pete pipes displayed horizontally at dif- 
ferent levels. 

The organ was designed by Alexander 
Boggs Ryan, organist and director of 
music at the cathedral and member of 
the faculty of Western Michigan Uni- 
versity, in consultation with the Aeoli- 
an-Skinner staff. Dr. Ryan is chairman 
of the music commission of Western 
Michigan. 


GREAT 
Quintade 16 ft. 61 pipes 
Principal 8 ft. 61 pipes 
Rohrflite 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Spitzfléte 4 ft. 61 pipes 
Flachflote 2 ft. 61 pipes 
Sesquialtera 2 ranks 122 pipes 
Mixture 4-6 ranks 304 pipes 
Trompete 8 ft. 61 pipes 
Chimes (prepared) 


POSITIV 
Holzgedeckt 8 ft. 61 pipes 
Flute Celeste 8 ft. 
Principal 4 ft. 61 pipes 
Koppelfléte 4 {t. 61 pipes 
Octave 2 ft. 61 pipes 
Quinte 1% ft. 61 pipes 
Scharf 4-5 ranks 283 ppies 
Krummhorn 8 ft. 61 pipes 
Tremulant 
Pontifical Trumpete 8 ft. 61 pipes 
Pontifical Trumpet 4 ft. 12 pipes 


SWELL 
Flute Douce 16 ft. 12 pipes 
Bourdon 8 ft. 61 pipes 


Viole de gambe 8 {t. 61 pipes 
Viole Céleste 8 ft. 61 pipes 
Flute Douce 8 {t. 61 pipes 
Flute Celeste 8 ft. 49 pipes 
Prestant 4 ft. 61 pipes 
Doublette 2 ft. 61 pipes 
Plein Jeu 4 ranks 244 pipes 
Basson 16 ft. 61 pipes 
Trompette 8 ft. 61 pipes 
Basson 8 ft. 12 pipes 
Hautbois 4 ft. 61 pipes 
Tremulant 

Pontifical Trumpet 8 f{t. 


PEDAL 
Untersatz 32 ft. 
Principal 16 {t. 32 pipes 
Subbass 16 ft. 32 pipes 
Quintade 16 ft. 
Flute Douce 16 ft. 
Principal 8 ft. 32 pipes 
Metalgedeckt 8 ft. 12 pipes 
Choral Bass 4 ft. 12 pipes 
Metalgedeckt 4 ft. 12 pipes 
Mixture 4 ranks 128 pipes 
Kontra Posaune 32 ft. 12 pipes 
Posaune 16 ft. 32 pipes 
Basson 16 ft. 
Trompete 8 ft. 12 pipes 
Klarine 4 ft. 12 pipes 


CONFUSE CROZIER RECITAL 
TIME: SHE PLAYS IT TWICE 


Nobody was quite sure of the hour 
of Catharine Crozier’s recital Jan. 18 in 
the opening series for the new organ 
at the First Congregational Church, Los 
Angeles. (For stoplist see page 1, June, 
1965). The publicity had been fouled; 
some sources said 4:00, others 8:00. Like 
the real “pro” she is, Miss Crozier vol- 
unteered to play the recital at both 
hours, which she did with resounding 
success and to rave reviews. 


THE 1970 national convention of the Amer- 
ican Theatre Organ Society will be held July 
11-17 in New York City. 


Subscriptions $3.00 a year — 30 cents a copy 


Pittsburgh Seminary 
Has New Schantz Organ 


The Schantz Organ Company has 
completed the installation of a new 
three-manual organ in the new chapel 
of Pittsburgh Theological Seminary, 
Pittsburgh, Pa. The new chapel is 
square in shape, of Colonial design and 
has excellent acoustics. The organ is 
in the rear gallery with the positiv ex- 
posed on the gallery rail behind the 
organist. 

Howard Ralston, organist and choir- 
director of the seminary, was instru- 
mental in the plans as was Joe O’Brien, 
western Pennsylvania representative for 
Schantz. Preparations were made in the 
console for future additions to all divi- 
sions. 


GREAT 
Principal 8 ft. 61 pipes 
Rohrfléte 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Nachthorn 4 [t. 61 pipes 
Nasat 2% ft. 61 pipes 
Super Octave 2 ft. 61 pipes 
Terz 1% ft. 49 pipes 
Mixture 4 ranks 244 pipes 


SWELL 
Principal 8 ft. 73 pipes 
Bourdon 8 ft. 61 pipes 
Viole de Gambe 8 [t. 61 pipes 
Voix Celeste 8 [t. 49 pipes 
Octave 4 ft. 
Flute Harmonique 4 ft. 61 pipes 
Octavin 2 ft. 61 pipes 
Larigot 114 ft. 61 pipes 
Trompette 8 ft. 61 pipes 
Hautbois 4 ft. 61 pipes 
Tremulant 


CHOIR 
Nasonflote 8 [t. 61 pipes 
Dulciana 8 ft. 61 pipes 
Unda Maris 8 ft. 49 pipes 
Gemshorn 4 ft. 61 pipes 
Waldfléte 2 ft. 61 pipes 
Schalmey 8 {t. 61 pipes 
Tremulant 


POSITIV 
Quintaton 8 ft. 61 pipes 
Koppelflite 4 ft. 61 pipes 
Principal 2 {t. 61 pipes 
Mixture 2 ranks 122 pipes 


PEDAL 
Resultant 32 ft. 
Principal 16 ft. 32 pipes 
Gedacktbass 16 ft. 56 pipes 
Octave 8 ft. 32 pipes 
Gedackt 8 ft. 
Choralbass 44 pipes 
Gedackt 4 ft. 
Choralbass 2 ft. 
Mixture 2 ranks 64 pipes 
Posaunenbass 16 ft. 44 pipes 
Trompete 8 ft. 


SUSI JEANS PLAYS ORGAN, 
HARPSICHORD AT PERTH 


Lady Susi Jeans played four recitals 
— two each on organ and harpsichord 
— at the music festival at Perth, Austra- 
lia the first week in February. The or- 
gan programs are listed in the recital 
pages. The harpsichord programs in- 
cluded English music of both early and 
later virginalist periods with works 
Lady Jeans has transcribed from manu- 
scripts by Price, Heardson, Roberts, 
Phillips, Lugge, etc. 

She returned immediately to New 
York to fulfill a series of engagements 
in the United States. 


BERNSTEIN’S CHICHESTER PSALMS was 
sung Feb. 24 by the concert choir of the Uni- 
versity of Miami, Fla. under the direction of 
David A. Wehr. Mr. Wehr will conduct Ef- 
finger’'s The Invisible Fire March 8 at First 
United Methodist Church, Coral Gables. 


SETH BINGHAM’s concerto was televised 
Jan. 18 at installation ceremonies for the new 
bishop in the Cathedral of Stockton, Calif, 
Soloist was Fred Tulan. 





Members of the organ facu:ty of Westminster Choir College are shown gathered about 
the console of the new Casavant organ on its Princeton campus. Back row: Ray E. Robinson, 
president; William Whitehead, Donald McDonald, Eugene Roan, Robert Carwithen, G. Dene 
Barnard. Front row: Virginia Cheesman, Joan Lippincott, department head at the console, 
George Markey, and Mary Krimmel. All these faculty members will participate in the 
recital series opening the new organ. 


FIVE STUDENTS, most of whom are al- 
ready known to our readers, played the in- 
augural recital on the new Holtkamp organ in 
Paul Recital Hall at Juilliard School Jan. 19. 
Joseph Kline played the Bach St. Anne; Philip 
Manwell played four pieces from the Mes- 
siaen Livre d’orgue; Allan Birney played the 
Dupré Variat‘ons on a Noél; Albinas  Priz- 
gintas was heard in the first Bach trio sonata 
and McNeil Robinson was heard in an Offer- 
tory for organ and electronic tape by Jacob 
Druckman, commissioned for the occasion, and 
the Lockwood Concerto for Organ and Brasses. 


JEAN EICHELBERGER IVEY has been 
appointed director of a new electronic music 
studio and program at Peabody Conservatory, 
Baltimore. 


NEW APPOINTMENTS are announced to 
the music staff of Christ Church Cathedral, 
St. Louis of which Ronald Arnatt is organist 
and director of cathedral music. Margaret J. 
Neilson has been appointed assistant organist, 
graduate of Goucher College, Baltimore. Dale 
Moore, bass soloist, has been appointed assis- 
tant director of music; he is professor of voice 
at Southern Illinois University, Edwardsville. 


JOHN LA MONTAINE has been commis- 
sioned to write a work for organ and or- 
chestra for the opening season of the John F. 
Kennedy Center for the Performing Arts now 
under construction in Washington, D.C. His 
theme will be taken from Henry Thoreau’s 
four books, Winter, Spring, Summer and Au- 
tumn. 


Northwestern University School of Music 


CONFERENCE ON CHURCH MUSIC 


Lectures: JULIUS HERFORD, University of Indiana 


April 
13 and 14 
1970 


The St. John Passion 


Lecture and Recital: ROBERT NOEHREN, 


University of Michigan 
Organs and Registration Practices 
of the 18th Century 


Lecture Demonstration: KURT RODERER, 


Alice Millar 
Chapel 


Northwestern University 
The Mechanism and Materials 
of the Mechanical Action Organ 


University Chamber Chorus: St. John Passion by 


Johann Sebastian Bach 
Conducted by 
MARGARET HILLIS 


For detailed information, write: 






George Howerton, Dean 


Concert Manager, School of Music ; 
Northwestern University, Evanston, Illinois 60201 


-School of Music 





Evanston, Illinois 





SCHLICKER 


for excellence of design, the finest of quality materials, and the 


highest order of craftsmanship in mechanical and electric action 


pipe organs. 


Buffalo, New York 14217 
1530 Military Road 


brochure available 


member APOBA 
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WINDSOR SERIES OF POLYPHONIC MUSIC 





AYLEWARD — The preces and responses. SATB (H1475).............::cc:cccccseeeeees $ .30 
BATTEN — O sing joyfu'ly unto God our strength. SATB (H1551)................ 30 
BYRD — Christ>, qui lux es et dies (Lat-Eng). SATBB (H1504)...........0..0.00.0... .30 
= |) laid’ ‘me down: ‘to rest:; SSATB -(Hi1553)"-...2. ee eevee ees 30 
CHILD, SIMON — O Lone Jesu (Lat-Eng). SATB, Org (H1512) .......0...-::00- -40 
DEERING — Cantate Domino (Lat-Eng). SSATTB (H1554) ......20...2:eeeeeeeeee 30 
— Contristatus est Rex David (Lat-Eng). SSATB (H1513) -........0....-eeeeeeeeeeeeeee 30 
— Jesu, dulcis memoria ((Lat-Eng). SATTB (H1I514) ..0.....ccccccceeeeceeesseceeccceees .30 
—: © bone Jesu \(Lat-Eng). SATTB (H1515). .ccccccccccs cesrecoseet eee memereeecsceeee .30 
EASTE — When David heard that Absa!om was slain. SSATTB (H1557)............ .30 
FARMER — The Lord’s Prayer. SATB (H1506) _..-..........---:sssesceeeceeeeceeceeeeeeeseees 25 
FORD — Almighty God, who hast me brought. SATB (H1558) ...............::.00 .25 
HANDL — Aspicizns a longe (Lat-Eng). SATB-SATB (H1521) ....02..0..eeeeeceeee 40 
— Haec est dies (Lat-Eng). SATB-SATB (H1523)) 2.2... ececcecseceeeeneeeeeeeeee .30 
— Pater Noster (Lat-Eng). SSAATTBB (H1522) .0.........ccccccceeccccessecceececeeeeesseeees 60 
HUMFREY — Evening Service. SATB (HI511) -..............2:cceecesceeeceeeeeecteceeeeeeeeeeee 60 
MERBECKE — A Virgin and Mother. SAB (H1503) -...0.......-2...eeceesceeeececceeeeeeee .25 
PALESTRINA — Vexilla regis prodeunt (Lat-Eng). SATB (H1524) .................... .60 
PURCELL — Remember not, Lord, our offences. SSATB (H1526) ..............--.... .30 
RAMSEY — O Sapientia (Lat-Eng). SSATB (H1505) _............eeeceeeeeseceseeeeeceeeees 30 
ROGERS — Lord, who shall dwell in Thy tabernacle. SATB (H1520) ............ 30 
TALLIS — If ye love me. SATB (H1476) 2...........ce:ceccceceesceeccceeceeeeneeeensesseeneeeeeees 25 
— Jesu, Salvator saeculi (Lat-Eng). SSATB (SAATB) (H1507) .....0...00002...0.- .40 
— O nata lux de lumine (Lat-Eng). SATBarB (H1516) .....0.....ecccsseceeeeeeeeeeeeee 25 
— Salvator mundi (Lat-Eng). SSATB (H1508) 2.0.0.2... eceeeceeeeecenececeeeeeeenees .40 
— Te lucis ante terminum (Lat-Eng). SATTB (H1509) ....0..........:22-c:cceccceceeeeeeeeee .30 
— When shall my sorrowful sighing. SATB (H1510) _o0.w.....ceseeeeeeeeceeeeeeeeee .25 
WHYTE — Christe, qui lux es et dies (Lat-Eng). SSATB (H1502) .................... 25 
— O Praise God in His Holiness. SATB-SATB (H1501) 00.0.2... eceececeeeseeceeeeeees .40 


C. F. PETERS CORPORATION 


Mrs. Walter Hinrichsen, President 
Walter Bendix, Vice President 


373 PARK AVENUE SOUTH 
NEW YORK, N. Y. 10016 











in cooperation with 


WESTMINSTER CHOIR COLLEGE 


Princeton, New Jersey 


TRAINING COURSE FOR BOY CHORISTERS & CHOIRMASTERS 
August 2-7 


at Westminster Choir College 


Guest Director: FRANCIS JACKSON, 


Organist and Master of the Music, York Minster, England 


RONALD ARNATT* 
GERRE HANCOCK* 
DONALD McDONALD 
EUGENE ROAN 


ROBERT BAKER "LEE H. BRISTOL, JR* 
ROBERT HOBBS JOAN LIPPINCOTT 
ANTHONY NEWMAN ARTHUR RHEA 

CHARLES DODSLEY WALKER JACK NOBLE WHITE* 

FREDERIC P. WILLIAMS* ALEC WYTON 


*Member, Joint Commission on Church Music of the Episcopal Church 


Enrollment limited to: 120 boys and 60 choirmasters 


For descriptive brochure, write: Dr. Lee H. Bristol, Jr., F.R.S.C.M. 
210 Mercer Street 
Princeton, N.J. 08540 
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Franklin, Pa. Church 
Has 3-Manual Schantz 


A new three-manual Schantz organ 
was installed in the St. John Episcopal 
Church, Franklin, Pa. late in 1969. The 
entire instrument is installed on the left 
side of the chancel. St. John has one of 
the largest and finest collection of Tif- 
fany windows in the United States. 

Negotiations were handled by Joe 
O’Brien, Schantz representative in the 
western Pennsylvania area. 


GREAT 
Quintaton 16 ft. 61 pipes 
Principal 8 ft. 61 pipes 
Bordun 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Super Octave 2 ft. 61 pipes 
Quinte 114 ft. 
Mixture 4 ranks 244 pipes 
Chimes (prepared) 
Trompete 8 ft. 61 pipes 


SWELL 
Rohrfléte 8 ft. 61 pipes 
Viola 8 ft. 61 pipes 
Viola Celeste 8 ft. 49 pipes 
Flétenprincipal 4 ft. 61 pipes 
Octavin 2 ft. 61 pipes 
Plein Jeu 4 ranks 244 pipes 
Fagot & ft. 61 pipes 
Tremulant 


CHOIR 
Nasonfléte 8 ft. 61 pipes 
Erzahler 8 ft. 61 pipes 
Erzahler Celeste 8 ft. 49 pipes 
Koppelfléte 4 ft. 61 pipes 
Nasat 2% ft. 49 pipes 
Blockfléte 2 ft. 61 pipes 
Terz 13% ft. 49 pipes 
Krummhorn 8 ft. 61 pipes 
Tremulant 


PEDAL 
Resultant 32 ft. 
Contrabass 16 ft. 32 pipes 
Subbass 16 ft. 56 pipes 
Quintaton 16 ft. 
Principal 8 ft. 44 pipes 
Gedackt 8 ft. 
Quintaton 8 ft. 
Choralbass 4 ft. 
Gedackt 4 ft. 
Mixture 3 ranks 96 pipes 
Posaune 16 ft. 32 pipes 
Trompete 8 ft. 
Trompete 4 ft. 





Carlton T. Russell, associate professor of 
music and college organist of Wheaton Col- 
lege, Norton, Mass. has been named chair- 
man of the Col'ege’s department of music. 


A member of the faculty since 1963, Mr. 
Russell is a graduate of Amherst College and 
holds MFA and PhD degrees in music from 
Princeton. He holds the AGO’s ChM. He has 
served as organist and has given recitals in 
several New England churches and has con- 
tributed to professional journals articles and 
reviews about the organ and church music. 
His organ teachers include Charles Luding- 
ton, Vernon Gotwals, George Faxon and 
Donald Willing. 


In the spring of 1969 Mr. Russell spent 
six months of a sabbatical leave in Europe, 
playing and hearing organs and studying 
the manuscripts of some smaller organ works 
of Franck. 

Mrs. Russell is a graduate of Wheaton 
and also an organist. 


EDNA BAUERLE has become organist of 
the Eighteenth Church of Christ, Scientist on 
Chicago’s south side where she will play a 
four-manual Austin. She has completed eight 
years in a similar position at Tenth Church. 
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ICS A MASTERPIECE OF FINE ENGINEERING. 


Take the simple grace of good furniture 
design. Add the rich, natural beauty of 
oak, walnut, or mahogany, hand-rubbed to 
perfection by Reisner craftsmen. Naturally, 
you'll end up with a good-looking console 


bench. 


But we wanted more than beauty, you 
see. That’s why we started designing this 


bench from the inside out! 


Results? Well, for one thing, you can lift 
this bench by its top or back without dis- 
turbing the mechanism. You can raise or 
lower the seat three inches—while you are 
seated on it! All because of careful engineer- 
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The Reisner Console Bench, avail- 
able with or without backrest. 


justing mechanism. 


console. 


P. O. BOX 71 


ing to produce a rugged, trouble-free ad- 


And remember, Reisner can finish this ha 
new Console Bench to match your present 


nichole 


THE W. H. REISNER MFG. CO., 


this Bench Is not only 


BEAUTIFUL... 





Here at last is an adjust- 
that can be 
moved without damaging the 


able bench 


mechanism. 


St eee ee ee ee ee eee 





Soe tre 





And the seat can be raised 
or lowered with up to 400 
pounds on it—built to last 
forever. 


consult youR ORGAN BUILdeR forR details 


and prices on the Beautiful-But-RuGGed 
REISNER CONsole BENCh. 


HAGERSTOWN, MARYLAND 21740 


Expressive 
New 
Music - 






Open Thou My Lips * Betty Ann Ramseth 
Twelve sacred canons for children. 
Great for a first experience in 


part singing. $1.00 
Hymntune Duets for C Instruments with 
Organ * G. Winston Cassler 1.95 


Hymntune Duets * G. Winston Cassler 


Supplement for B> and F instruments. 
1.75 


Choreographic Cantata ° 
Normand Lockwood 
SATB, organ, percussion, and 
choreography. Complete score 2.25 
Choral score 1.25 


AT YOUR MUSIC STORE OR FROM 
mvugsburg 
Aa PUBLISHING HOUSE 
426 South Fifth Street, Minneapolis, Minnesota 55415 


57 East Main Street, Columbus, Ohio 43215 
2001 Third Avenue, Seattle, Washington 98121 


Co-operating firms of Dutch Pipe Organ Build- 
ers, known throughout Europe for first class in- 
struments, are interested in contacting American 
organ technicians and sales representatives in 
several sections of the United States, except the 
Midwest and Northeast Coast. If you are inter- 
ested and have qualifications for these positions 


please contact the undersigned. In May the Pres- 
ident of the combine will visit you. 


PELS & VAN LEEUWEN 
P. O. Box 78 
ALKMAAR - HOLLAND 


McGILL UNIVERSITY-Faculty of Music 
Montreal 


ORGAN SUMMER SCHOOL 1970 


August 2 to August 14 


DONALD MACKEY, director 
RAYMOND DAVELUY ° KENNETH GILBERT 


Interpretation of classical literature on several tracker action instruments by 
Beckerath and Casavant 


“The classic organ has the history, the 
music — and the future.” —E. Power Biggs 


For Prospectus write to: The Director, Organ Summer School, Faculty of Music, 
McGill University, Montreal 110, Canada. 





Austin Builds Organ 
for Naugatuck Church 


The Congregational Church, Nauga- 
tuck, Conn. has signed a contract with 
Austin Organs, Inc. for the construction 
of a new three-manual organ of 44 ranks 
to replace the present 1902 Hutchings 
rebuilt by Hall in 1940. A new Austin 
console installed in 1968 will be used 
with the new organ. 

The congregation gathered in 1781, 
Prior to this date it was known as “The 
Winter Parish” of First Ecclesiastical 
Society of Waterbury, as the distance to 
Waterbury prevented attendance in win- 
ter months. The present building is a 
brick colonial structure designed by 
Stanford White and erected in 1902. The 
church proper is nearly square, seating 
more than 500. It is spacious and unclut- 
tered with good acoustics and diffusion 
of sound. 

The new organ will be located as be- 
fore in two roomy chambers in the front 
corners of the church, open to both nave 
and choir, with the old case pipes and 
open grilles retained as before. The con- 
sole is on the main floor of the church 
facing the pulpit and choir. 

The church has an active multiple 
choir system of four singing choirs and 
4 bell choirs. Tonal design of the organ 
planned maximum flexibility in the ac- 
companiment of congregational singing 
and choral works. The organist is Mrs. 
Charles D. McCleary, chairman of the 
music Committee is Frederick S. Dovell. 
Negotiations were handled by Frank W. 
Kutshera, factory representative. 


GREAT 
Gemshorn 16 ft. 12 pipes 
Principal 8 {t. 61 pipes 
Bourdon 8 ft. 61 pipes 
Gemshorn 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Nachthorn 4 ft. 61 pipes 
Fifteenth 2 ft. 61 pipes 
Mixture 4 ranks 244 pipes 
Trompete 8 ft. 61 pipes 
Harp (prepared) 





SWELL 
Rohrfléte 8 ft. 61 pipes 
Viola 8 ft. 61 pipes 
Voix Celeste 8 ft. 49 pipes 
Principal 4 ft. 61 pipes 
Waldfléte 4 ft. 61 pipes 
Doublette 2 ft. 61 pipes 
Quint 11% ft. 61 pipes 
Scharf 3 ranks 183 pipes 
Fagotto 16 ft. 12 pipes 
Trompette 8 ft. 61 pipes 
Fagotto 8 ft. 61 pipes 
Clairon 4 ft. 61 pipes 
Tremulant 4 ft. 61 pipes 


CHOIR 
Nason Flute 8 ft. 61 pipes 
Dolce 8 ft. 61 pipes 
Dolce Celeste 8 ft. 49 pipes 
Prestant 4 ft. 61 pipes 
Koppelfléte 4 ft. 61 pipes 
Nasard 2% ft. 61 pipes 
Blackfléte 2 ft. 61 pipes 
Tierce 13% ft. 61 pipes 
Cymbel 2 ranks 122 pipes 
Krummhorn 8 ft. 61 pipes 
Tremulant 
Cymbelstern 3 bells 


PEDAL 
Contra Bourdon 32 ft. 12 pipes 
Principal 16 ft. 32 pipes 
Bourdon 16 ft. 32 pipes 
Gemshorn 16 ft. 
Gedeckt 16 ft. 12 pipes 
Octave 8 ft. 32 pipes 
Spitzfléte 8 ft. 32 pipes 
Rohrflote 8 ft. 
Super Octave 4 ft. 12 pipes 
Spitzfléte 4 ft. 12 pipes 
Mixture 3 ranks 96 pipes 
Posaune 16 ft. 12 pipes 
Fagotto 16 ft. 
Trompete 8 ft. 
Krummhorn 4 ft. 


CALVIN HAMPTON’S performances of his 
own Refractions for Solo Organ at New York’s 
Calvary Church had the audience doing their 
listening while lying on the floor. Best com- 
ment: Is this an argument for carpeted 
churches? 
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LITANIES (1937) — No piece is more 
famous and more often played, and 
none is also so often misunderstood and 
poorly interpreted. I know that Jehan 
Alain’s notation lends itself to much 
confusion. I know that an unconscious 
comparison with Cortége et Litanie of 
Marcel Dupré has caused many inter- 
preters to adopt a too-slow tempo. 

Here are the facts: In 1937 our elder 
sister Marie-Odile met her sudden and 
awful death in a mountain accident, at 
23 years of age. Jehan then went through 
a difficult period: still a student (he 
was in Marcel Dupré’s organ class at 
the Paris Conservatory), but already 
married and the father of a family, he 
led a harrassed life, tortured by the 
sadness of those dark pre-war years 
and by a sure foreknowledge of the trag- 
ic destiny which awaited him three 
years later. 


Litanies is a cry of anguish and dis- 
tress, After the ethereal dream of Le 
jardin suspendu and the classicism de- 
veloped in the Variations, Jehan Alain 
confides in us his tortured soul, mask- 
less and unreserved. It is doubtless this 
absolute sincerity, this direct character 
which makes the work a success for all 
audiences, even on first hearing. 


After the famous phrase “When the 
Christian soul .. .” etc.* Jehan added, 
reports B. Gavoty**, “This prayer is 
not a lament, but an irresistible storm 
which overthrows everything in its way. 
It is also an obsession: it must fill the 
ears of men .. . and of the good Lord!” 


The tempo will therefore be rapid: 
“to the limit of the instrument’s possi- 
bilities,” said Jehan Alain. The un- 
equal measures will be strictly linked, 
thus giving the impression of a breath- 
less repetition. 


Despite the indication Vivo, the first 
line should be rather “quasi recitativo.” 
Using the system of horizontal marks 
customary with Jehan Alain, I would 
stress the fourth 8th note (G), the fif- 
teenth and the seventeenth, then the 
first 8th after the fermata. 


Assume the rapid tempo at the sec- 
ond line. 


The indication poco staccato concerns 
only the articulation of the right hand, 
at a time when the “grand legato” was 
the rule. Articulate the right hand well 
then, but play the left hand chords and 
the pedal legato. 

m. 4 and 10: The difference in har- 
mony in the fourth chord of the left 
hand is intentional, Jehan Alain hav- 
ing supervised the publication of Lit- 
antes (Leduc 1938). 

m. 8: Both hands on the G. O., the 
left hand being more important. 

m. 11: Left hand — G-natural (last 
chord). 

m. 18: Take care to make the least 
possible break when changing manuals. 

m. 19: In the first edition, the Eng- 


*Jehan Alain’s note at the beginning of 
the piece: “When the Christian soul in 
distress no longer finds new words to 
implore God’s mercy, it repeats cease- 
lessly the same invocation with a vehe- 
ment faith. Reason has reached its lim- 
it; Faith alone pursues its ascension.” 


**Gavoty, Bernard. Jehan Alain, Mu- 
sicien Francais, Albin Michel, 1946. p. 82. 





The Organ Works of 
Jehan Alain: Part Ill 


Translated by Irene Feddern 


lish translation “Both hands on Swell” 
is incorrect. This should read “same 
keyboards” — that is, right hand on the 
Récit, left hand on the Positif. The 
same remark for m. 24. 


The indications p and pp refer only 
to the swell shades. Do not change the 
registration. 


m. 19 and following: Very short stac- 
cato. Articulate the left hand well. 

m. 28: Make a big break before this 
measure. The tempo is much slower. 
Stress the fourth 8th-note (B-flat.) 

m. 30: A tempo. 

m. 38: Right hand on the Positif. 

m. 39: An error in the first edition. 
It must read: right hand on the Récit; 
left hand on the Positif. 

m. 42, 43, 44: The composer’s regis- 
tration is almost unrealizable. Given 
the rapidity of the tempo, it is impos- 
sible to be sure that the Trompette or 
the Clairon will sound exactly on the 
last chord of each measure. Jehan Alain 
wanted an accent. I mark this accent 
by cutting the pedal and the left hand 
slightly before each final chord (holding 
only the A of the left hand) and length- 
ening this last chord slightly. 

m. 44: last chord in the left hand: 
F-natural. 

m. 47: Tempo of the first line: “Re- 
citativo.” Mark anew the stresses on 
the fourth, fifteenth, and seventeenth 
notes. 

m. 48: I recommend not holding the 
pedal octave, because it covers the 
Récit. Play the octave at the end of m. 
47 and hold only the lower note during 
m. 48, 

m. 49 and 50: The same remark. 


m. 51: The stroke and the accent do 
not indicate an articulation, but a 
lengthening of the duration. 


m. 52 and following: Hold only the 
upper E. Broadly detach the chords, 
including the low C-sharp (Jehan 
Alain’s note).* 

m, 58: Certainly this is one of the 
most difficult passages in organ litera- 
ture. Jehan Alain, an excellent pianist 
and organist, was endowed with a mar- 
velous wrist, which gave him great fa- 
cility in the repetition of chords. I can 
only give advice: do not lessen the 
tempo at any cost. It is better to omit 
certain inner notes of the chords than 
to ritard the tempo. The movement 
from the G. O. to the Positif and to the 
Récit, easy enough on a French organ, 
becomes acrobatic on an American or 
German organ. It is better to omit these 
manual changes if one runs the risk of 
lessening the tempo. 


m. 59: Also omit the Récit and Positif 
manual changes. Moreover, this indica- 


*“On a large instrument do not hold 
the C-sharp but repeat it with the 
chords of the left hand.” (from the 
printed edition). 
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By Marie-Claire Alain 


tion appears only on one of the three 
existing manuscripts, and it impedes 
the tempo. This passage is correct in 
the first edition. 

m. 62: Subdivide the rhythm very 
carefully. Too often I have heard this 
measure played with four beats! The 
best way is to count 1-2, 1-2, 1-2-3, 1-2 — 
beating the 8th. Detach all the chords, 
playing only the pedal legato. 

m. 69: The Molto largo is only a re- 
action against the accelerando which 
precedes it. Return to the tempo of m. 
62. 

m. 69/70; 72/73: Make a break in the 
hands, but slur the pedal. 

m. 73 and following: Stress the 8th- 
note as in m. 62. Accelerate greatly. 

The ties between m. 76 and m. 77 
ought to be omitted. The two hands 
phrase at the same time, but as late as 
possible, and the right hand returns to 
the G. O. for the last chord. 


MONODIE (1938) — Jehan Alain 
wrote a Suite Monodique for piano, 
which is too rarely played (Editeur 
Consortium Musical). This short piece is 
a melodic and rhythmic investigation. 
From a plainchant spirit at the begin- 
ning, it then turns to polymodality, in 
a harmonic atmosphere which already 
foretells Deuils, the second of the 
Trois Danses. 

The bar lines are there only for the 
sake of form. The interpreter, curious 
enough to begin playing the piece, will 
be seized by the spirit of total expressive 
and rhythmic freedom with which it 
should be played. 


TROIS DANSES (1937-1939) — We 
have come to the most complex, but the 
most characteristic of Jehan Alain’s 
works. Here he confides in us all of his 
soul, divided among an abounding joy 
of life (Joies), a dramatic foreknowledge 
of his own destiny (Deuils: Funeral 
dance “to honor an heroic memory”), 
and the terrible struggle for life that 
was his existence during the last two 
years which preceded his death (Luttes). 

The idea of dance had always fasci- 
nated him. Dance is the ultimate mu- 
sical and human expression; also, the 
idea which extracts itself from this trip- 
tych is that of rhythm — complex, tor- 
tured rhythms, which he had the great- 
est difficulty in notating. I heard him 
complain that musical notation was in- 
sufficient to translate his thought. 

A fundamental rule will help the in- 
terpreter: the complex rhythms are al- 
ways subdivisions within a uniform 
pulse. Maintain the idea of dance, with 
its regular beats, throughout the whole 
work, 

Jehan never had the occasion to play 
his Danses in concert. The third dance 
(Luttes) was finished in the army, when 
he already had been mobilized, at the 
end of 1939. The proportions of this 
last part often have been criticized as 


being too short in comparison with the 
first two parts. He simply had not the 
time to develop it. 

It is interesting to know that Jehan 
intended his Trois Danses for orchestra. 
The first sketch, written on three 
staves, clearly shows this. The organ 
version is only a transcription. Jehan, 
in the army at the end of 1939 and at 
the beginning of 1940, began the or- 
chestration of the work, but this was 
lost as were all his last compositions 
(particularly vocal works — he had 
formed a soldiers’ chorus: “The little 
singers with the deep voice”)* during 
the disaster of the French defeat in 
June 1940. All our search has been in 
vain to retrieve these papers. He was 
killed at Petit-Puy, near Saumur, ful- 
filling a communication mission on mo- 
torcycle. His side-car, filled with music, 
remained abandoned at the side of a 
country road for more than a month. 
The pages of music were blown about 
in the July wind. Several months later, 
the peasants told us how their ficlds 
were covered with pages of music. Chil- 
dren played with them. No one could 
have thought that the work of this un- 
known soldier was of such importance. 
The orchestration of the Trois Danses 
served as a plaything for the little Tou- 
raine peasants. Jehan would have loved 
this free gift — the same way in which 
he abandoned his life, without regrets, 
for “la Doulce France” in the un- 
equaled splendor of the June sun, his 
last musical thoughts returned to the 
French soil, for whose defense he made 
the total sacrifice. 

Deuils is truly written to honor his 
own memory. Nothing can be added. 


Joies: 

m,. 1; This measure contains only five 
beats. Restore the initial quarter rest 
at the beginning, as in measure 5. 

m. 3: Two similar groups ending with 
dotted 8th-notes. I explain it thus: the 
first group is divided 2+3=5, the sec- 
ond 14+3=4.** The first chord of the 
first group therefore is longer than the 
second. The same remark for each re- 
turn of the theme: m. 37, m. 42 (despite 
the inexact notation) and m. 8 of Luttes. 

m. 9: Very fast and very rhythmic. 

Registration: G. O. and Positif cou- 
pled: Principal 8’, 4’; Pédale: Principal 
16’, 8’, 4’ (avoid the 32’ which speaks too 
slowly). 

m. 13: Récit — as a fanfare: Bom- 
barde, Trompette, Clairon and Mix- 
tures. 

m. 15: No decrescendo. 

m. 17: Maintain the same tempo. 

m. 20: The same registration as the 
immediately preceding. 

m. 21: Positif. 

m. 23: Positif: 8’, 4’, 2’, Mixture; Récit: 
8’, 4’, 2’, Larigot 1-1/3’; G. O.; Principals 


*According to Marie-Claire Alain, this 
was a rhyming pun on the famous 
French boy-choir called “Les Petits 
Chanteurs 4 la Croix de Bois.” (Alain’s 
group was called “Les Petits Chanteurs 
a la grosse voix.”’) 


*#] have revised this to conform to the 
1959 Leduc edition. The original French 
speaks of “Two similar groups of six- 
teenth notes followed by dotted eighths 
. .. the second group divided 3+1...” 
—trans. 
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8’, 4’, 2’, Positif and Récit coupled; 
Pédale: Soubasse 16’, Bourdon 8’, Récit 
coupled to Pédale. 

m. 23, 24: Next to last chord — F- 
sharp. 

m. 29, 30: Accelerate the descending 
8th notes. 

m. 31: Still the same registration. Do 
not ritard. 

m. 37 and 42: See m. 3. 

m. 44: Same tempo as m. 9. Same reg- 
istration as m. 23. 

m. 52: On the manuscript is written 
“Heavy and rhythmic.” Add Mixtures 
and Cymbales to all manuals; add Prin- 
cipals 16’ and 8’ to the Pédale; do not 
play the pedal legato; clearly define the 
ostinato. 

m. 55: No changes. 

m. 56: Add Trompette and Clairon of 
the G. O.; Detach all chords. Slur only 
the group of three 8th-notes in the right 
hand. 


m. 57: Here it is indispensible to 
have two different reed choruses to 
mark the super-imposition of the themes. 
On a three-manual instrument, I use 
the following registration: Récit: Foun- 
dation stops, Mixtures, Reeds 8’, 4’; 
Positif; Foundation stops, Mixtures, 
Cromorne, Reed 4’ (if available), Récit 
coupled to Positif; G. O.: Foundation 
stops, Mixtures, Trompette, Clairon, 
Cornet, Récit coupled; Pédale: All 
foundation stops 16’, 8’, 4’, Récit coupled 
to Pédale. 

Note well the rhythmic transforma- 
tion of the theme in the left hand. 
This transformation is intentional (com- 
plex rhythmic values within four prin- 
cipal beats). Do not play the anacrusis 
of small notes too quickly; they must be 
declaimed. Detach all the right hand 
chords. 

m. 59: riten. — Ritard greatly. 

m. 61: Without changing registration. 

m. 63: As m. 59: I usually add the 
16’ reeds on the last chord of m. 63 
(G. O., Positif, Récit). 

m. 67: Tutti. 

m. 71: Take off the G. O. and Pédale 
Reeds. 

m. 73: Observe the fermata. Do not 
take off the Reeds. 


m. 75: Restore the same fermata as 
at m. 73 on the second chord in the 
right hand. 

m. 77: Positif: Foundation stops 8’, 4’, 
2, 

m. 79: Récit: Foundation stops 8’, 4’. 


m. 81: The manuscript indicates: 


a ae ii at te. 
oe “Te? 


=S=5=-5==—— 


m. 81: Last note — A-flat. 

m. 82: Positif: Bourdon 8’, Principal 
4’ (Récit coupled); Récit: Flites 8’, 4’. 

Since it is impossible to add stops 
progressively without the help of an 
assistant, I suggest a crescendo by de- 
grees, corresponding to the evolution of 
the right hand. 

m. 88: Add the Mixtures. 

m. 89: There is a tie missing between 
the two B’s in the left hand (between 
the second and third beats). 

m. 90: The manuscript indicates: 
“More and more detached.” Add the 
Reeds to the Récit on the third beat. 

m. 92: D-flat, G-flat (last beat) should 
be played with the left hand. 

m. 93: Tutti Récit and Positif. 

m. 94: General ‘Tutti. Quite compar- 
able to a famous passage in Litanies. 
Here the composer’s thought surpasses 
the digital possibilities of most inter- 
preters. As in Litanies, maintain the 
tempo at any cost, the passage to be 
played like a storm; the intensity is 
much more important than the perfec- 
tion of execution. To simplify m. 94, 
I suggest making the little notes of the 
pedal (second beat: A-E) coincide with 
the first two chords of the group of 
rsx of the right hand. 

m. 95: The quarter note on the sec- 
ond beat of the pedal is, without doubt, 
a printing error. 

m. 100: Very slow. 

m. 101: Allow the right hand to sing 
freely. 

m. 104: Emphasize the C-flats of the 
pedal. Pédale: four groups of “SN 

m. 105: G over B-natural and A. 

Whatever may be the difficulty of reg- 
istration, never break between the two 
dances (between Joies and Deuils.) The 
linking of the left hand must be ab- 
solute (Bourdon 8’ 3» Voix Céleste 
and Gambe.) 


Deuils: If Litanies is Jehan Alain’s 
most popular work, Deuils is certainly 
his masterpiece. None of his pieces is 
more sincere, none describes more pro- 
foundly his soul, at one and the same 
time tortured, enthusiastic, and deep in 
dreams. 


I have played Deuils hundreds of 
times, but never have I been able to 
play it without feeling an intense emo- 
tion, a sort of spell. If the performer is 
not capable of feeling this profound 
emotion, he should give up playing 
Deuils, because it is a work which 
must be lived and not simply played. 

The rhythmic notation is baffling. 
Remember that the beats are constant 
and irregularly divided with much 
subtlety. The slight rhythmic differences 
between m. 4, 5, 10 and m. 16, 21, 26 
were desired by the composer. 

Observe the Adagio, the registration, 
and the horizontal marks lengthening 
certain durations. 

It must be noted that the original 
version included double-dotted notes 
followed by 32nd notes throughout the 
entire first part, up to and including m. 
33: 





Is it possible that Jehan Alain could 
have omitted them in the organ trans- 
cription, for fear that the instrument 
would not repeat them sufficiently 
clearly? 

m. 4: The group on the second beat 
ought to have an -# over it. The 
same for m. 5. 

m. 8: Add Principal 8’ in the pedal. 
The horizontal marks indicate an in- 
version of the notes to be stressed. 

m. 10: Second beat — 

m. 14: Keep the Principal 8’ in the 
pedal; open the swell shades slightly. 

m. 16: Second beat — 7 


m. 17: Second beat — “, third 
beat — “5. 
m. 18: First beat — GG . The dot 


after the first 32nd-note is incorrect. 
It ought to be placed after the second 
chord. Second beat — “4% 
out the 32nd-note flag between the 
second and third notes in the left hand. 
Serrez — accelerate greatly toward the 
end of the group. 
m. 19: Add the Voix Humaine. Leave 
the Gambe and Voix Céleste drawn. 
m. 21: Second beat — 4 


m. 22: Second beat — “%\_ , third 
beat— AN F 

m, 23: First beat — A , second 
beat, “SS __ , accelerating. 


m. 24: As much as possible observe 
the composer’s registration, however un- 
conventional it might be: Gambe, Voix 
Céleste, Voix Humaine, Quinte, Tierce, 


Cromorne, and Clairon (or Principal 
4’). If the organ appears out of tune be- 
cause of the Voix Ceéleste, the effect 
rendered is only the more striking. Je- 
han Alain wanted a “grating” effect! 

m. 25: The double dot, followed by a 
32nd is intentional: it is the highest 
point of the entire period. 

m. 26: Second beat — Cp . The 
soprano A (dotted 16th) should be A- 
flat. 


m. 27: Second beat — “& _ , third 
beat — - 
m. 28: First beat — AD 
beat 4 , accclerating. 
m. 29, 33, 39: Observe the original 
registration. 
m. 31: Second beat — oN . The 


same thing for m. 32, 35 and 41. 

m. 33: Observe the strokes for length- 
ening the duration. 

m. 39: This part being the inverted 
symmetry of the beginning, I restore 
the lengthening strokes on the first 
beats, as in the first exposition. 

m. 44: Take off the Récit to Pédale 
coupler, between the first and second 
beats. 

m. 45: Twice as fast: quarter note = 
8th-note. 

m. 47: Accelerate greatly, then ritard 
greatly. The manuscript indicates 
“nuance of tempo.” 

m. 52: Accelerate even more. 

m. 54: Ritard quite progressively. 

m. 55: Positif or G. O.: Flites 8’ and 4’. 
Stress greatly the first note of the sec- 
ond beat, cleanly detaching the preced- 
ing 8th-note: 


o> . > 


Maintain this rhythm imperturbably 
during the pedal passage. 

m. 57: Pédale: Principal 16’, 8’, 4’. The 
manuscript indicates “with brutality.” 

m. 61: The pedal rhythm is almost 
impossible to execute. Maintain the 
tempo in the left hand. 

m. 64: Once more twice as fast. 

Slur the barred groups but separate 
the beats: 





In order not to impede the perfor- 
mance, choose a single type of registra- 
tion for each period. The feeling ought 

(Continued, next page) 
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to be one of an accelerando up to m. 
100. 

m. 64: Récit: Bourdon 8’, Prestant 4’, 
Nazard, 2’ stop, Voix Humaine and 
Hautbois (swell shades nearly closed). 
Positif: 8’, 4’, 2’, Plein Jeu, Récit cou- 
pled; G. O.: Principals 8’, 4’, 2', Mixture; 
Pédale: Soubasse 16’, Bourdon 8’, Flaite 
8’, Récit to Pédale coupler. 

m. 68: Stress greatly the chord on the 
G. O. These chords constitute a pro- 
gression which gives the structure of the 
whole passage: 

m. 68: Augmented sixth chord on F- 
sharp. 

m. 72: Chord with added second on 
G-sharp. 

m. 76: Six-five chord + augmented 
octave on B-flat. 

m. 80: Cadence on D. 

m. 85: As m. 76. 

m. 89: Three-four chord on D-flat 
with fifth and sixth added. 

m. 91: Same chord on D-natural. Ca- 
dence on E-flat. 

m. 96: Return of the chord on D-flat. 

m. 98: Return of the chord on D-nat- 
ural. 

Last cadence on D-flat brings about 
the re-exposition of the theme in six 
voices in F major. 

m. 72: Open the swell shades. 

m. 80: Add Plein Jeu and Clairon to 
the Récit. Add Cromorne and Cymbale 
to the Positif. Add Trompette to the 
G. O. 

m. 93: Add Clairon and Cymbale to 
the G. O. Add Cornet, Trompette, and 
Clairon to the Positif. 

m. 100: The rhythm of the second 
group is incorrect. The first manuscript 
contains dotted 8th and 16th-notes like 
the other two groups (and not vice- 
versa). 

m. 101: Tempo primo, that is to say, 
the tempo of the theme, as in the ex- 
position. Very slow, very “spacious.” 
Registration: Tutti, with all couplers. 

m. 103: Play the small notes preced- 
ing the pedal chord as those in the 
manuals, Restore the groups of CO} 
in m. 103, 106, and 107. Last low 
pedal note — G (not F). 

m. 108: Very rubato. Play the group 
of 16th notes very close together. 

m. 109: Récit — Tutti. Pédale: Foun- 
dation stops 16’, 8’, 4’ without couplers. 

m. 114: Tempo of m. 45. The pedal 
may be played on a Flite 4’, one octave 
lower. Lengthen greatly the first two 
F’s and accelerate slightly the end of 
the group. Récit: Viole de Gambe and 
Voix Céleste (pp). 

m. 116: “Nuance de mouvement et 
d’intensité” (Nuance of tempo and of 
intensity). Observe the fermata and 
greatly delay the arrival on the F-flat. 
Very rubato. 

m, 118, 119, 120: Always lengthen the 
first two pedal notes. 

m. 121: Accelerate greatly. Ritard 
progressively during m. 122. 

m. 127: Accelerate greatly and ob- 
serve the strokes for lengthening the 
duration. 


m. 130: Positif: Bourdon 16’ and 8’ (or 
G. O.: Quintation 16’ alone). 


m. 131: 8th-notes of 6/4 = 8th notes 
of preceding 10/8. 

m. 135: “Toft a fait ad libitum de 
mouvement” (Entirely ad libitum tem- 
po) — As a recitative, supple and not 
too slow. 

“Tout a fait plat de nuances” (En- 
tirely void of nuances) — without using 
the swell shades. 

I suggest very slight phrasings, mark- 
ing the persistence of the theme: be- 
tween D and C-sharp (eighth and ninth 


notes of the first line); between C-sharp 
and C-natural (at line change); before 
the E (ninth note of the second line); 
between the C-natural and the C-sharp 
(twenty-first note); between G-flat and 
F (last two phrase fragments); Pédale 
(F): Soubasse 16’ alone. 


Luttes: Jehan Alain finished the tran- 
scription of Luttes in the army. I do 
not think that he had with him then 
the manuscript of Joies, which can ex- 
plain certain notational differences in 
similar passages. } 

m. 1: There is a quarter rest missing 
at the beginning. 

m. I, 2, 3: Stress greatly the G-flat. 
Release the last note or the last chord 
of each group very sharply. (These 
have triangular marks over them in the 
manuscript.) 

m. 6: Second beat — “4 ~ Very 
rubato. Ritard towards the end of the 
measure. 

Registration for the entire first six 
measures: Récit: Foundation stops 8’, 
4’, Hautbois; Positif: Foundation stops 
8’, 44; G. O.: Foundation stops 8’, 4’; 
Pédale: Foundation stops 16’, 8’, 4’; At 
measure 6, add to the Récit: Clairon 
and Mixture. 

m. 9: Récit — Tutti. 

m. 11: Same tempo and same registra- 
tion as for Joies (m.23). 

m. 16: As in Joies (m. 48). 

m. 20 to 25: The similarity of this 
passage with that of Joies (m. 48 to 55) 
makes me adopt the same disposition: 
m. 20: First two D’s in the pedal; m. 21: 
First two C’s in the pedal; m. 22: G. O. 
— play the bass part in the pedal; hold 
the C sharp of the left hand for the 
whole measure, as in Joies; m. 23: Pos- 
itif: Same disposition; m. 24: G. O.: 
Same disposition; m. 25: Positif: Same 
disposition; m. 26: Same registration as 
for Joies (m. 57); m. 35: No change of 
registration. Always play the pedal part 
as an ostinato, not slurred and heavily 
accented. 

m. 38 and 39: The manuscript says 
“Rapidly, excitedly.” 

Play the bass with the left hand. 
The pedal never speaks quickly enough 
at this tempo. 

m, 40: Heavily, but take the same 
tempo as m. 26 and following. 

m, 42: “Altérer brusquement le 
mouvement. Lourd et araché.” (Brus- 
quely alter the tempo. Heavy and de- 
tached with difficulty.) Ritard especially 
towards the end of the measure, 

m. 43: I suggest the switching of hand 
positions for this passage: Hold the 
chord of the upper staff with the left 
hand and play the chords of the middle 
staff with the right hand. 

m. 46: Play the fifths written on the 
pedal staff with the left hand, because 
if they are played in the pedal, they will 
ritard the tempo. 

m. 48: All Reeds 16’, 8’, 4’. All manuals 
coupled. 

m. 49: Ritard greatly towards the end 
of the measure. 

m. 50: “Brutalement.” (Brutally.) 
Separate the groups two by two, as in 
the middle part of Deuils (Same re- 
mark for m. 38, 39, 46, 47). Make the 
repeated notes as short as the action of 
the organ allows. This repetition is 
better on a mechanical action organ 
than on that of a direct electric or 
electro-pneumatic organ. Do not forget 
that the Alain organ is entirely mechan- 
ical. 

Registration: Tutti, as loud as pos- 
sible. 


m. 54: The D of the Pédale (third 
beat) does not appear logical. Do not 


play it. Same remark for the G in m. 
ye 

m. 57: Slightly slower, but not too 
much, (This indication is not found in 
the first manuscript.) 

m. 61: Take off the Reeds of the G. 
O. and of the Pédale. 

m, 63: Tutti. I play this passage an 
octave higher until the third beat, hold- 
ing an octave in the pedal (C-sharp — 
C-sharp), during the first two beats. 
With the 16’ in the Tutti, the effect 
obtained would be too low. Observe the 
fermata at the beginning; accelerate the 
group of 5. 

m. 65, 66: Do not ritard. Play the last 
two chords very dryly, without lengthen- 
ing the last — as a whiplash. 

This annotation appears at the end of 


the first manuscript of the Trois 
Danses: 
“Memento. 


— Remember that almost all musicians 
of my nature talk too long. 

— Musical orthography has been em- 
phasized too much, which is obviously 
primordial. Let us work on our psycho- 
logical states. 

— Music is made to translate the states 
of the soul for an hour, or for an in- 
stant (or the evolution of a state of 
the soul). Therefore: mobility, even 
though relative. Do not try to trans- 
late a singular feeling, even if that be 
an eternal feeling. 

— In our era, we are worn out with 
lengthy discourses. The public is not so 
stupid, Do not insist on ‘musical clar- 
ity.’ a 


ARIA (1939) — One of the last works 
written by Jehan Alain. It is one of the 
most complex despite its apparent sim- 
plicity. 

The first section is based on an un- 
equal rhythm of four chords. Slur these 
chords as much as possible, phrasing only 
between each group of four chords. 
When the theme enters on the Positif, 
allow the right hand to help on the 
Récit to obtain an absolute legato. If 
the Positif is situated first and the 
Récit third, the Positif must be coupled 
to the silent G. O. Registration: Récit: 
Bourdon 8’, Flite 4’ (or Gambe 4’); Posi- 
tif: Bourdon 8’, Flite 2’, Larigot 114’; 
G. O.: Principal 8’, 4’ (Positif coupled); 
Pédale: Flite 4’ (or Principal 4’ if the 
Flite 4’ is too soft). 

The metronome tempo indicated in 
the 1952 edition (8th-note=192) seems 
to me to be a little too fast. In all cases 
I always avoid indicating metronome 
tempi at the organ, because they are 
really too relative and open to modifi- 
cation by the size of the organ, the 
acoustics of the room (or the church) 
or even by the inspiration of the mo- 
ment. (This is above all true in music 
which, like that of Jehan Alain, asks for 
such participation on the part of the 
interpreter.) 

m. 13: Stress the G-flat in the right 
hand. 

m. 19: Observe the riten. 

m. 44: Bourdon 8 and Quinte (or 
Nazard); the harmonic of the quint is 
indispensible. 

Play a little bit faster from this mea- 
sure and accelerate along with the 
crescendo up to m. 52. 

m. 46: Positif: Bourdon 8’, Flite 4’, 
Principal 2’. 

m. 51: Positif: Add Mixture. 

m. 53: G. O. Add Mixture. 

m. 54: Ritard. 

m. 55: Tempo primo. Make the same 
phrase groupings of four chords as in 
the exposition of the theme at the be- 
ginning. Same remark for m. 75. 


m. 62: A little faster, accelerating up 
to m. 73; G. O. and Positif: Foundation 
stops 8’, 4’, 2’, Mixtures. 

m. 68: Add Cymbales or Scharf. 

m. 72: Allow to sing freely. (Stressing 
slightly the first 8th-note). 

m. 73: Take off Cymbale or Scharf. 

m. 74; Ritard greatly. 

m. 75: The “poco animato” is modi- 
fied by the “ma non troppo” written 
between the staves. Again assume the 
tempo of the beginning, rather calm. 

Récit: Flites 8’, 4’; Positif: Bourdon 8’, 
Flite 2’, Larigot 114’; Pédale: Soubasse 
16’, Bourdon 8’. 

m. 89: Allow the group of 16th-notes 
to sing freely. 

Stress the D-sharp and then accelerate, 
as an ornament in old French music. 

m. 91: A little faster, accelerating. 
Same registration as m. 62. 

m. 93: All Principals and Mixtures. 

m. 96: Ritard greatly. 

m. 97: As a troubadour’s chanson. 
Think of the medieval spelling of the 
name “Jehan.” A very pretty sketch of 
the composer represents him in a trou- 
badour’s costume with the caption 
“There are moments when I feel my- 
self a man of another age.” 

Registration: left hand: Gambes 8’, 4’ 
(or Gambe 8’ and Flite 4’); right hand: 
Salicional 8’ (or soft Principal 8’); 
Pédale: Récit to Pédale coupler only. 

m. 99 poses a problem for perform- 
ers with small hands. If one has a 
pedal board which extends to G, play 
the G with the right foot (it is for this 
reason that there is no rest on the pedal 
staff). 

m. 97: Horizontal mark on the D of 
the right hand. 

m. 99: Same thing for all high G's. 

m. 101: Performers with small hands 
will want to play the G in the pedal, 
and the low C in the pedal from m. 103. 

m. 105: Positif: Flite 2’ alone. 

The swell shade indications are most 
often impossible to realize, and are 
not necessary. 


I hope that no one will grudge me 
this “revision” of my brother’s works. 
This undertaking is the fruit of 17 
years of concerts and teaching. 

I have had the opportunity to play 
these works innumerably more times 
than Jehan Alain himself. The slight 
changes which I allow myself, I think 
that he would have approved of them. 
They exist only for a better perfor- 
mance and a better comprehension of 
a work which I feel so deeply within 
myself that it has deprived me of any 
idea of composing. 

Jehan Alain’s music is that which I 
would have loved to write; nothing can, 
for me, be added to it. My memories 
are, as I have said, very vivid, and the 
resemblance of our characters is such 
that I feel myself qualified to defend 
Jchan’s work in his absence. My decision 
to become an organist dates from the 
day of his death. I assume, therefore, 
a heavy heritage and I do my best not 
to fall below the task which I have 
assigned myself. 


It is certainly true that, in the course 
of these pages, I have forgotten certain 
precise details. I will welcome with 
pleasure any questions from those who 
find problems in regard to these works. 
They will help me to complete and per- 
fect this revision. 

S.D.G. 
Marie-Claire Alain 


Rock Hill (S.C.) 
Syracuse (N.Y.) 
L’Etang-la-Ville 
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Organ Music 


Art Masters Studios (Minneapolis, 
Minn. 55408) sends Festival Hymns for 
three trumpets with organ, arranged 
by Robert Wetzler. There are six tunes 
altogether; the organ part in conven- 
tional four-voice harmony and_ the 
three trumpet parts are all printed 
separately. In each case the tune is 
represented both in the upper voice of 
the organ part and in discontinuous 
snatches of the trumpet parts. Intona- 
tion problems will surely be faced. 

From Augsburg comes James Boerin- 
ger’s edition of Bach’s Adagio (based 
on the Trio Sonata No. 3, second move- 
ment) and the Affettuoso from the 
Brandenburg Concerto No. 5. Both are 
scored for flute, violin, and organ; cel- 
lo might well double the bass line. 
Instrumental parts are included as per- 
forated pages at the back of the book. 

Also from Augsburg is Robert M. 
Thompson’s editing of five fugues by 
F. W. Marpurg. These fugues, consid- 
ered in the 18th century as model types, 
seem pallid and drawn out today. They 
represent that period when the Bar- 
oque had lost its luster and drive, while 
fugal procedures resisted the assimila- 
tion of galant characteristics. 

Finally from Augsburg we have re- 
ceived Paul Fetler’s arrangement of 
“Dundee” for brass quartet (code: 11- 
9286). These is opportunity for congre- 
gational participation, and fugato tech- 
nique occurs with regularity. The har- 
mony is mildly adventurous. 


The tragic lack of music for organ by 
Stravinsky is underscored in John 
Stott’s arrangement of his ‘“Cantique” 
(Boosey & Hawkes). This version is 
apparently a compromise between the 
third of the Three Pieces for String 
Quartet (1914) and the third of the 
Four Studies for Orchestra (1929). The 
texture is consistently homophonic, 
dense, and slow-moving. Stravinsky’s 
dry-sweet harmony is evident through- 
out. 


Richard Peek sends four new compo- 
sitions (Brodt Music Co., 1409 E. Inde- 
pendence Blvd., Charlotte, N.C.). Of 
these, the Partita on Fairest Lord Jesus 
seems least successful. Somehow, the 
neo-Baroque technique almost creates a 
parody here. The Rondo Ostinato is a 
slight piece, but it will be fun (and 
challenging) to play. Fanfare for Organ 
has a genuine feeling of excitement, and 
as simple a device as an unresolved- 
root chord (page 5) is used to good 
effect. (Players should beware the 
confusion of clefs on page 6.) Church 
Sonata for Organ has four movements 
in a slow-fast-slow-fast scheme. The idi- 
om is basically conservative, and craft- 
manship is especially noticable in the 
first movement. This sonata is the sort 
of piece which will retain its appeal 
after many hearings. 


RUFFATTI 


PIPE ORGANS 
PADUA, ITALY 


EUROPES LARGEST AND FINEST 
BUILDER OF MODERN PIPE ORGANS 


Also from Brodt Music Co. we have 
received Douglas G. Stow’s Prelude on 
Fairest Lord Jesus. We sincerely wish 
it were possible to say something more 
kind about this sort of thing. It seems 
to us to belong in that category of 
pieces better left quietly in pencil 
sketch. 

Faber Music, Ltd. (G. Schirmer) is 
the source for an arrangement of Mon- 
teverdi’s Coronation March from L’in- 
coronazione di Poppea. Simon Preston 
and Raymond Leppard are responsible 
for this delving into the realms of 


operatic transcription, beyond which 
we can hardly hope to go. 
The “Pie Jesu” and “Paradisum” 


from Fauré’s Requiem are now avail- 
able from Carl Fischer in an arrange- 
ment by Rowena Dickey. Also from 
Fischer is Jean Pasquet’s new Suite Ro- 
coco. Stylistically this might be des- 
cribed as midway between Krebs and 
Handel, with a very slight modern ac- 
cent. 

Further from Fischer is Frederick 
Rimmer’s Invenzione e_ Passacaglia 
Capricciosa, which demonstrates that 
serial techniques have reached Scot- 
land. Howard R. Thatcher’s Organ 
Fantasy on “Sine Nomine” gives us 
the impression of an indecisive improvi- 
sation, moving in several directions and 
settling on none. Lastly from Fischer is 
Edward H. Wetherill’s Ten Choral Fan- 
tasies for Organ. The bent here is to- 
ward more or less conventional harmo- 
nization-cum-running figuration. 

H. W. Gray has only one item this 
month, but it is of some significance. 
Robert Elmore’s Concerto for Brass, 
Organ and Percussion is a full-scale 
work requiring three trumpets, three 
trombones and percussion in addition 
to a demanding organ part. All instru- 
mental] parts are included. After a rous- 
ing first movement and quiet second, 
the 34 Passacaglia (third) seems bland. 
Nevertheless, it is thoughtfully worked 
out, and the concerto will doubtless be- 
come a staple performance item wher- 
ever the necessary instrumental forces 
can be found. 

Francois Couperin’s Piéces de Clavecin 
(Book 3), in a new edition by Kenneth 
Gilbert, is about as fine an Urtext as 
one could wish for. A concise editorial 
note explains the procedures used; all 
ornaments, slurs, fingerings, etc. appear 
as in the original editions. Especially 
significant is the retention of the dis- 
tinction between square brackets and 
rounded slurs. This is published by 
Heugel & Cie., Paris. Neither a U.S. out- 
let nor a price is listed. 

Oxford University Press is back in 
the listing this month with Emma Lou 
Diemer’s setting of He Leadeth Me 
composed in 1951. Lionel Salter has 
arranged a Concerto in A minor, attrib- 
uted to A. Scarlatti, for harpsichord or 
organ, two violins and cello/bass. We 
have grave doubts concerning authen- 
ticity (and Mr. Salter does not enlarge 
upon this), but that problem aside, the 
work is at best insipid, with sequential 
figuration beyond all endurance. There 
are apparently five other similar con- 
certi in manuscript, and it will cer- 
tainly be best for them to remain 
there. And lastly from Oxford is Gor- 
don Young’s Triptych for Organ, which 
(if we may coin still another historico- 
descriptive tag) is ‘‘neo-Mulet.” — WV 
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Mrs. Lawrence Birdsong was honored Jan. 
25 at an evening service and reception at 
the First Baptist Church, Longview, Tex., 
upon the completion of 50 years as organ- 
ist for the church. She played a short recital, 
listed in the recital pages. Afterwards the 
pastor paid her tribute and invited the con- 
gregation of more than 1,000 to the recep- 
tion hall. 

In addition to the program printed on 
golden paper, Mrs. Birdsong was given a 
bouquet of golden roses, color photographs 
of the church, hand-painted portraits made 
from photographs of her as an infant, teen- 
ager and at the beginning of her service 
with the church. Color photographs showed 
her seated at the 18-rank Kimball in the 
old church, at the piano and at the four- 
manual 85-rank Aeolian-Skinner installed in 
1951. A stop key from the original Kimball 
console and blower switch keys for the Kim- 
ball and Aeolian-Skinner were framed in a 
velvet-lined shadow box for her. A brass 
plaque has been affixed to the present 
console, and a duplicate given to her 
framed, in commemoration of 50 years as 
the church’s organist. 

Mrs. Birdsong graduated from Bush Con- 
servatory, Dallas. Her organ teachers have 
been Mrs. J. H. Cassidy and Roy Perry. 





Church in Tiffin, Ohio 
Completes New Schantz 


Installation of a new three-manual 
Schantz organ in Trinity United Church 
of Christ, Tiffin, Ohio, was completed 
in January. The instrument is located 
in the chancel area with great and pedal 
stops exposed on either side. The re- 
mainder is either unenclosed or in swell 
boxes on the left side. 


Advisors for the church were Henry 
Gibson and Kathryn Theidt, organist, 
both on the faculty of Heidelberg Col- 
lege. The installation was by H. W. 
Muller and Sons, Toledo, area repre- 
sentatives for Schantz. 


GREAT 
Principal 8 {t. 61 pipes 
Rohrfléte 8 ft. 61 pipes 
Octave 4 ft. 61 pipes 
Waldflote 2 ft. 61 pipes 
Mixture 4 ranks 244 pipes 
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Gedackt 8 ft. 61 pipes 
Viola da Gamba 8 ft. 61 pipes 
Viola Celeste 8 ft. 49 pipes 
Principal 4 {t. 61 pipes 
Hohfléte 4 ft. 61 pipes 
Octavin 2 ft. 61 pipes 
Mixture 3 ranks 183 pipes 
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Flute Conique 4 ft. 61 pipes 
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Principal 2 ft. 61 pipes 
Terz 1% ft. 49 pipes 
Oboe 8 ft. 61 pipes 
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PEDAL 
Resultant 32 ft. 
Principal 16 ft. 56 pipes 
Subbass 16 ft. 12 pipes 
Gedackt 16 ft. 56 pipes 
Octave 8 ft. 56 pipes 
Flute 8 ft. 
Gedackt 8 ft. 
Choralbass 4 ft. 
Flute 4 ft. 
Octavin 2 ft. 
Contre-Trompette 16 ft. 32 pipes 





Leon P. Beckwith was honored Jan. 4 at 
a reception at the First Congregational 
Church, Madison, Conn. on the occasion of 
the 40th anniversary of his service as or- 
ganist of the church. His first Sunday there 
was Jan. 4, 1930 — 40 years to the day. 

Mr. Beckwith was 80 last April. He p'ayed 
his first church service at the age of 16 at 
the First Congregational Church, Guilford, 
Conn, in 1905, where he served for 22 
years, making a total of 62 years in just 
two churches. He played many recitals in 
the New England area and earlier in his 
career included the Wanamaker store among 
his recitals. 

Of a musical family, Mr. Beckwith has 
been a business man as well as an organist. 

WILLIAM WHITEHEAD played music for 
organ and strings Feb. 4 for 250 representa- 
tives of the Allen Organ Company. Among 
the works played with string quartet was a 
quintet for Antonio Soler, perhaps played for 
the first time in the United States. 


LINDA MARSHALL, senior student of 
Heinz Arnold at Stephens College, was named 
winner of the 1970 organ competition spon- 
sored the Missouri Methodist Church, Colum- 
bia. There were seven contestants from 
throughout Missouri. 
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The Organ Chorales of Georg Bohm 


n the century immediately following 

‘the Protestant Reformation in Ger- 
many, the musical life of the northern 
and central portions of that country be- 
came extremely active with musicians 
who spent their talents within the cir- 
cles of churches which supported them. 
The compositional ingenuity and im- 
provisational skill of many of these men 
has recently become known to us 
through the rising interest within the 
last 60 years in the life and music of 
J. S. Bach. Much has been written about 
the influence exerted upon the music 
of Bach by the Liineburg organist Georg 
Bohm (1661-1733), but very little has 
been done with his works concerning 
their artistic value. Among his composi- 
tions are a number of keyboard suites, 
free keyboard pieces, chorale partitas, 
organ chorales, and church cantatas. Be- 
cause the organ chorales are among the 
more interesting of his pieces, this arti- 
cle will attempt to demonstrate the 
manner in which the composer artis- 
tically fulfilled the liturgical and mu- 
sical purpose of the organ chorale. 


Johannes Schuberth has concisely de- 
fined the organ chorale as follows: 

Ein Orgelchoral ist die Bearbeitung eines 

Chorals fiir den Vortrag auf der Orgel, und 

zwar ausschliesslich der Orgel. Er sucht mit 

den Mittel der Orgel und dem Stil der 

Orgel gemass den Gemeinde-choral rein 

instrumental wiederzugeben.2 

The technical abilities of the organ 
as an instrument made it possible to 
separate the chorale melody from the 
rest of the setting by placing it in a high 
or low range, doubling or tripling it 
through pitch additions, strengthening 
its intensity in relation to the other 
parts, and by placing it in a separate 
division or manual of the organ. All of 
these possibilities affected the develop- 
ment and the style of the organ chorale.’ 

As a result of the Protestant Reforma- 
tion, the chorale became the exclusive 
property of the congregation. It was 
their active means of musical participa- 
tion in the service. Some method was 
needed to give them the correct pitch, 
however, and this function was given to 
the organist. The organist was expected 
to improvise a setting of the chorale 
for the purpose of giving the correct 
pitch and mode as well as to provide 
meditational material for the congrega- 
tion. Sometimes, when there were nu- 
merous stanzas of text, the stanzas were 
alternately sung by the congregation 
and the choir in “alternatims praxis,” 
and entire stanzas were occasionally 
taken over as setting for the organ 
alone.2 The organ chorale, therefore, is 
a representation of the congregational 
chorale. This presupposes that the con- 
gregation was able to recognize the chor- 
ale melody within its setting. The choir, 
organ, and congregation were considered 
as three separate groups, even though 
two were frequently combined (such as 
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choir and organ).* Since settings for the 
choir and organ were foreign to the 
function of the chorale as congregation- 
al property, these needed to be litur- 
gically meaningful and musically sig- 
nificant representations of the chorale. 
For this reason, the personal expression 
of the composer was of secondary (but 
by no means insignificant) worth to the 
organ chorale as an art form. The ar- 
tistic value of the organ chorale was to 
be found primarily in its fulfillment of 
the liturgical function as a representa- 
tion of the congregational song. 

Mention must be made here of the 
clear separation of the organ chorale 
from the chorale partita. The only thing 
the two have in common is the use of 
a chorale melody. In contrast to the or- 
gan chorale, the chorale partita, or key- 
board variations on a chorale melody, 
was not meant to fulfill the liturgical 
function of the organ chorale. Each 
variation was a musical end in itself. 
They were meant for use in the home 
or in small gatherings and often dis- 
played the composer’s technical skills 
at his instrument and his ability to im- 
provise. Some organ chorales are 
grouped as a number of variations on 
the same melody. These variations are 
marked versus, whereas the variations 
of the chorale partita are called partita. 
The use of the word versus would seem 
to suggest that this kind of variation 
was meant for liturgical ‘“alternatims 
praxis” in chorales which had numerous 
stanzas. The fact that the chorale parti- 
ta may have been played on the organ 
(or any other keyboard instrument, for 
that matter) does not imply that it is an 
organ chorale. 

A thorough familiarity with the Prot- 
estant chorales was afforded Béhm at 
an early age; his father was organist of 
the village church in Rohenkirchen 
where he was born.® His first contact 
with liturgical chorale settings probably 
came very early as a result of his fa- 
ther’s vocation. What were the influ- 
ences which formed the stylistic traits 
in the organ chorales which he was to 
compose later? They consist of three 
national style elements, the first of 
which was the north German school of 
organists. Young Georg and his father 
made numerous trips to nearby Ohrdruf 
to hear performances under the direc- 
tion of Johann Heinrich Hildebrandt. 
Hildebrandt, the Kantor of Ohrdruf, 
was the first of numerous pupils of the 
Bach family who influenced Béhm. 
Georg’s student days in Ohrdruf, Gold- 
bach and Gotha introduced him to oth- 
er pupils of the Erfurt and Arnstadt 
“Bachs.” From Heinrich Bach in Arn- 
stadt came both Hildebrandt and Niko- 
laus K6rner,’ and from Johann Christian 
Bach in Erfurt came Korner and Georg 
Mahn* Aegidius Funck of Gotha® had 
studied with Johann Christian’s father, 
Johann Bach. All of these men were 
probably instrumental in Béhm’s train- 
ing before he went to the University at 
Jena. Later, it is assumed that he studied 
with Johann Adam Reinken, organist of 
St. Catherine’s Church in Hamburg, 
and Dietrich Buxtehude, organist of 
St. Mary’s Church in Litbeck.” The trips 
to Gotha when he was young also ex- 
posed him to the music of Schiitz, 
Schein, Hammerschmidt, and Rosen- 


miller. All of these men were prolific 
composers of chorale (or cantus firmus) 
settings in the traditional, contrapuntal, 
motet-like style which had arisen in 
northern and central Germany from the 
three main teachers of the era preceed- 
ing — Jan Pieterson Sweelinck, Samuel 
Scheidt, and Michael Praetorius. 

The second principal stylistic influ- 
ence on Bohm was the French style. Nu- 
merous German musicians had studied 
in France and returned to Germany 
to serve in the courts of noble families. 
The court at Jena had long fostered 
operas dominated by the French style 
before Georg entered the University 
there, but it is not known to what ex- 
tent they were performed after the 
court was re-established during Georg’s 
student days. Duke Wilhelm had been 
brought up in a home which was par- 
tial to the French taste, and it is not a 
remote possibility that he had some 
music performed in the French manner 
during the time that Georg studied 
there. We can also safely assume that 
Bohm was very familiar with the fa- 
mous opera at Hamburg during his 
three-year stay in that city. The opera 
was under the direction of Sigismund 
Cousser, a pupil of Lully, and Lully’s 
operas were performed there regularly. 
Furthermore, after his appointment as 
organist to St. John’s Church in Liine- 
burg, Bohin’s reputation as a composer 
and organist became extremely well- 
known in that area. With such an es- 
teemed position and reputation, he was 
probably familiar with the teachers at 
the neighboring Ritterakademie in 
Liineburg, among whom was a famous 
and respected French dancing master 
named Thomas de la Selle. Another 
student of Lully, Johann Fischer, had 
visited Liineburg in the year 1701." The 
nearby city of Hannover had _perfor- 
mances of French orchestra music at 
the court under the direction of Fari- 
nelli and Venturi, and the court organ- 
ist, named Johann Coberg, was well- 
known for his ability to play French 
suites and embellishments.” The close- 
ness of Hannover to Liineburg would 
lead one to assume that Béhm could 
have visited there at some time, even 
though we have no evidence of such a 
visit. 

The only other principle stylistic in- 
fluence on B6hm was that of the Italian 
opera. Again, the Hamburg opera pro- 
vided the opportunity for Béhm_ to 
hear and learn the Italian style. Operas 
by Agostino Steffani were performed 
there in 1693.% Bohm had also studied 
with Wolfgang Michael Mylius in 
Gotha.“ Mylius was a pupil of Christoph 
Bernhard who had learned the Italian 
style from Carissimi and Schiitz. Of the 
three styles, the Italian influenced BOhm 
the least. 

All of these nationalistic styles influ- 
enced Bo6hm’s musical manner, but only 
in the organ chorales can all of the traits 
be seen clearly. They are certainly not 
to be found in the chorale partitas. The 
stylistic differences between the chorale 
partita and the organ chorale were 
made early in the Baroque era. The 
principal difference between the two 
styles lies in the fact that the organ 
chorale is usually a contrapuntal set- 
ting of some sort, whereas the chorale 


Ex. 1. “Herr Jesu Christ, dich zu uns wend” (first variation) arranged on four staves in the manner of a trio. 
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partita is most often a homophonic set- 
ting. The traditional organ chorale is 
characterized by the clear separation of 
the chorale phrases with rests, and the 
use of long note values for the cantus 
firmus. The chorale partita is derived 
from the secular keyboard variation cycle 
upon the harmonic structure of a 
dance, song, or aria. In the case of var- 
iations on a song or aria, the phrases 
are in natural, singable note values, and 
they are not usually separated by long 
rests. This allows the use of short mo- 
tivic and figural patterns of an_in- 


strumental type to be carried out in 
rhythmic and melodic imitation. ‘The 
song Or aria may or may not have par- 
ticipated in the motivic or figural 
imitation.“ The clear separation of these 
two styles can be seen in Samuel Scheidt’s 
Tabulatura Nova (1624).* Toward the 
end of the 17th century, a general fu- 
sion of the two styles became evident in 
the form of partitas or variations in 
which a chorale melody was substituted 
for the dance, song, or aria. This can 
be seen in chorale partitas by Pachelbel, 
Walther, and Buxtehude as well as 


Ex. 2. Comparison of melodic organization in the Variations on “Herr Jesu Christ.” 
CHeraus Merny 
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Bohm.” Even though the two styles 
were somewhat mixed, we must remem- 
ber that the functions of the two re- 
mained different. 

The organ chorales of Béhm can be 
divided into seven categories, all of 
which perform the same function, These 
are as follows: 

1) Two-voice aria style. 

2) Bicinium with semi-ostinato bass. 

3) Concertante trio style. 

4) Contrapuntal motet style. 

5) Chorale fantasia. 

6) Contrapuntal setting with solo can- 
tus firmus. 

7) Solo cantus firmus with chordal ac- 
companiment. 

Five of these styles may be found in 
the six variations based on the chorale 
“Herr Jesu Christ, dich zu uns wend’” 
(11,10). Each variation is a complete 
organ chorale in itself. Versus one is ar- 
ranged in a two-voice vocal aria form 
carried over into keyboard style with 
thorough-bass harmonies filled in. This 
results in a basic trio texture. It is in 
two sections which close with a char- 
acteristic hemiola figure at the cadence. 
If we were to arrange the first phrase 
of this variation in vocal form, it would 
look something like this (Ex. 1). The 
two “vocal” lines begin in imitation 
and then continue in free counterpoint 
preceding each intermediate cadence. 
This is typical of the vocal trio form 
so often used in cantatas by Buxte- 
hude.’® 

Versus two is a bicinium. This type of 
two-part contrapuntal writing can be 
found in practically all of Scheidt’s 
organ chorale variation cycles” But, 
whereas Scheidt usually uses the voices 
in “contrapunctum duplici,” B6hm often 
uses a semi-ostinato bass with the chor- 
ale melody in aria style in the upper 
voice. 


Versus three is an ornamented soto 
setting of the cantus firmus above a 
purely chordal accompaniment. 


A concertante trio setting showing the 
most progressive elements of Béhm’s 
style comprises versus four. This style 
is carried over from the instrumental 
trio which is common to cantatas of 
Buxtehude and secular chamber works 
of other North German composers. The 
chorale melody is interwoven into the 
melodies of both upper parts and does 
not appear as a pure cantus firmus. 


Versus five has a continuous, florid 
setting of the cantus firmus over a 
chordal accompaniment. Each note of 
the chorale melody is filled in with 
passing tones in the Italian manner of 
melodic ornamentation. 


Versus six shows the traditional con- 
trapuntal setting in motet style. This 
type of contrapuntal setting had prob- 
ably been passed on to Béhm through 
his teachers who were associated with 
Heinrich and Johann Christian Bach. 
The style can be traced back to the key- 
board setting of a contrapuntal motet 
common in the 16th and 17th centuries. 
In this case, the “motet” is derived from 
the chorale; its counterpoints are made 
up of the altered chorale melody. The 
first phrase of the chorale is worked out 
in strict fugal exposition, after which 
each remaining phrase is worked out in 
imitation, The cantus firmus appears 
in the pedal only. A good example of 
this style can be seen in “Erbarm’ dich 
mein, o Herre Gott” by Heinrich Bach, 
the only difference being that only the 
first phrase of the chorale melody is 
used. A form of melodic transformation 
appears in this cycle as a unifying fac- 
tor beyond that which the chorale mel- 
ody supplies. Spitta says “He [Bohm] 
must have been the first composer who 
availed himself of this technique of 
thematic transformation to form the 
component elements of a tone structure 
on a larger scale . . ." The beginning 
rhythmic and melodic organization is 
carried throughout the cycle as in the 
following example (Ex. 2). 


Of the five forms included in the 
above cycle, the bicinium is the only 
one which is not entirely typical of 
Béhm’s style. The first variation of 
“Vater unser im Himmelreich” (II, 12, 
1, versus 1) shows the more usual ar- 
rangement of this form, even though 
parts of it depart from strict bicinium. 
The semi-ostinato bass is stated first, 
then it is followed by a short quote or 
“motto” from the beginning of the 
chorale melody. The ostinato is repeat- 
ed and then the cantus firmus proper 
begins (Ex. 3). A ritornello section is 
inserted before the final phrase of the 
chorale melody. This form is typical of 
the aria in Neopolitan opera, and a 
striking similarity can be seen between 
the form of this organ chorale and Stef- 
fani’s “Con placido incanto”* (Ex. 4). 


Some of the organ chorales, such as 
“Nun bitten wir den heil’gen Geist (II, 
11), could be mistaken for the works of 
the Liibeck organist Dietrich Buxte- 
hude. A freely ornamented cantus firmus 
is set above a contrapuntal or imitative 
accompaniment. Each phrase of the 
chorale melody is treated separately and 
the introductory contrapuntal exposition 
to each phrase derives its melodic ma- 
terial from the chorale melody. The fi- 
nal phrase is extended and improvised 
upon in free passage work. That this 
style is very close to Buxtehude’s can 
be seen from the setting of “Erhalt uns, 
Herr, bei deinen Wort” (II, Anhang 4) 
which is considered to be of question- 
able authorship. This piece is unques- 
tionably included among the organ 
works of Dietrich Buxtehude. 


Only one of the organ chorales can 
be classified as a chorale fantasia in 
the traditional North German sense of 
the form. In “Christ lag in Todesban- 
den” (II, 6, 1), each phrase of the chor- 
ale is worked out contrapuntally at 
great length.* Clear separation of the 
phrases into sections is achieved by 
changing the countervoice against the 
melody in each section, and also by 
changes of meter. Only in the last sec- 
tion is there any amount of melismatic 
variation on the chorale melody. Unlike 
other North German chorale fantasias, 
this one contains no echo sections and 
very little coloration. It is very much op- 
posite in this respect to Nikolaus Bruhns’ 
fantasia on “Nun komm der Heiden 
Heiland”.* It is reserved and conserva- 

(Continued, next page) 
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tive in the manner of the earlier chor- 
ale fantasia such as Scheidt’s fantasia on 
“Ich ruf’ zu dir”.” 

Throughout all of the organ chorales, 
as well as the rest of B6hm’s keyboard 
works, ornamentation is used freely and 
abundantly. Practically all of the cantus 
firmus settings are ornamented with 
some sort of melodic passage work, 
some conservatively and others heavily. 
The use of stereotyped signs above a 
note or group of notes to designate or- 
namental alterations was common at 
this time, especially in France. B6éhm 
incorporated this practice into his own 
style and shows an ability to use it 
abundantly without being redundant. 
An excellent example of this is the or- 
gan chorale on “Vater unser im Him- 
melreich” (II, 12, 2). Both the cantus 
firmus and the upper part of the chord- 
al accompaniment contain heavy orna- 
mentation of the French type. Occasion- 
al melodic flourishes of the type used 
in Italian singing are also included in 
small notes. Both styles of embellish- 
ment are used successfully side by side 
(Ex. 5). 

Previous mention has been made of 
the fact that the chorale melody must 
have been recognizable within its set- 
ting in order for the organ chorale to 
fulfill its function properly. This might 
lead one to question the value of some 
of Bohm’s organ chorales on the basis 
that the chorale melody is sometimes 
obscured by the embellished setting in 
which it appears. Could the members of 
the congregation actually recognize the 
melody? One must remember that in 
the two centuries following the Refor- 
mation the chorales were learned by 
memory. Chorale books were not plenti- 
ful as they are today. Each chorale melo- 
dy had only one text associated with it, 
and the subject matter followed the lit- 
urgical year. People who had learned 
the melodies with their texts and used 
them from childhood throughout life 
both in the home and in the church 
would need only to recognize a portion 
of the melody to remember the rest of 
the chorale. Furthermore, elaborate 
chorale settings for the choir and organ 
were more common then than they are 
today. One can assume that the congre- 
gation in Béhm’s time would be more 
conditioned to listening for the melody 
in such settings than we are today. A 
close examination of the most elaborate 
setting among Béhm’s organ chorales 
(‘Vater unser”, II, 12, 2) shows that 
the initial statement of the cantus fir- 
mus is constructed so that there is an 
unornamented resting point on each 
note of the chorale melody (Ex. 6). Be- 
sides, some arrangement must have been 
made to tell the congregation what they 
were to sing in a given service. Mere 
mention of the text would already call 
the melody to mind among those who 
knew the chorales so well. 


We believe that the organ chorales of 
Georg Bohm are his most important 
works. In no other group of his works 
can all of the stylistic elements discussed 
in this article be seen so clearly. The 
organ chorales as a group show a sur- 
prising degree of stylistic variety for 
their number. They show more clearly 
than any of the other works the assimi- 
lation of all the nationalistic influences 
which Bohm and others achieved. From 
them we can see a synthesis of styles 


in the Baroque era which has been 
all too often attributed solely to J. 
S. Bach. They show an_ individuality 
befitting the title given him by Jo- 
hannes Wolgast, “Ein Meister der Ueber- 
gangzeit”. 


1Johannes Schuberth, Das Wechselverhaeltnis 
von Choral und Orgelchoral im sechzehnten- 
und setbzehnten-Jahrhunderts (Poznan: In- 
augural-Dissertation, 1930), p.9. An organ 
chora'e is a setting of a chorale for perfor- 
mance on the organ, and exclusively the organ. 
It is an effort to represent the congregational 
chorale in a purely instrumental fashion with 
the means and style of the organ. 

2Ibid., p.27. 

SGustave Fock, Der Junge Bach in Lueneburg, 
1700-1702 (Hamburg: Carl Merseburger, 1950), 
pp.3J-33. 

4Schuberth, pp. 10-11. 

5Gotthold Frotscher, Geschichte des Orgelspiels 
(Berlin: Max Hesses Verlag, 1935), p. 464. 
®A reasonably complete biography by Richard 
Buchmayer can be found in his article ‘‘Nach- 
richten tiber das Leben George Béhms’’, (Bach- 
Jahrbuch), V, 1908, pp.107-122. 

7Hofkantor in Gotha. 

8Kantor and son of the Pastor-teacher in Gold- 
bach. 

®Stadtorganist in Gotha. 

MReinken was a student of Scheidemann, and 
Buxtehude was a student of his predecessor, 
Franz Tunder. 

Not to be confused with J. K. F. Fischer, he 
was formerly Kapellmeister at the court in 
Mitau before visiting Liineburg. 

12Fock, pp.44-46. 

18Steffani was a pupil of J. C. Kerl in Bavaria 
and Ercole Bernabei in Rome. He was court 
organist and assistant Kapellmeister in Munich 
before becoming a diplomat for the Hannover 
court. 

M4}Hofkapellmeister in Gotha. 

Fritz Dietrich, ‘J. S. Bachs Orgelchoral und 
seine geschichtlichen Wurzeln’’ (Bach-Jahrbuch, 
XXVI, 1929), pp.28-29. 

Samuel Scheidt, Werke, VI (Hamburg: 
Ugrino Verlag, 1954). Compare the variations 
on ‘‘Vater unser’, p.19, with those on ‘“‘Soll 
es sein,’”’ p.69. 

17Buxtehude has even retained the dance forms 
in the chorale ‘“‘suite’? on “‘Auf meinen lieben 
Gott’. Dietrich Buxtehude, Orgelwerke, 
Neuausgabe von Max Seiffert (Wiesbaden: 
Breitkopf und Hartel), IV, p.132. 

18Numbers following the titles of Béhm’s or- 
gan chorales refer to the volume and number 
in George Bohm, Saemtliche Werke, ed. by Jo- 
hannes Wolgast (Wiesbaden: Breitkopf und 
Hartel). 

See ‘‘Nun freut euch ihr Frommen’’, Bux- 
tehude, Werke (Hamburg: Ugrino Verlag, 
1930), III, p.69. 

20See Versus four of ‘‘Vater unser, Scheidt, 
Werke, VI, p.23. 

2A. G. Ritter, Geschichte des Orgelspiels 
(Leipzig: Max Hesses Verlag, 1884), I, p.169. 
Philip Spitta, Johann Sebastian Bach (Lon- 
don: Novello and Co., 1899), I, p.206. 
Agostino Steffani, ‘‘Eight Songs’’, ed. by 
Gertrude Parker Smith, Smith College Music 
Archives, XI (Northampton, Massachusetts: 
Smith College, 1950), p.2. 

*Buxtehude, Orgelwerke, IV, p.90. 

2§pitta (Bach, I, p.204) claims without source 
that B6hm must have been familiar with Pachel- 
bel’s style, and points out that this piece owes 
much to Pachelbel’s contrapuntal settings. It 
is more likely that this style was inherited both 
by Pachelbel and Béhm from the traditional 
North German school. Similarity of style can be 
seen between this work and numerous others by 
various North Germans beside Pachelbel. For 
example, see Delphin Strunck’s ‘‘Lass mich 
dein sein und bleiben’? (Ritter, I, p.207), Jo- 
hann Nicolas Hanff’s ‘‘Erbarm dich mein, o 
Herre Gott’? (Ritter, I, p.199), Nicolas Vet- 
ter’s ‘‘Nun komm der Heiden Heiland’’ and 
“Christ lag in Todesbanden’’ (Ritter, I, 
p.185), Johann Stephani’s ‘‘Ach Gott vom 
Himmel sieh darein’’ (Ritter, I, p.110). 
Karl Straube, Alte Meister des Orgelspiels 
(Frankfurt: Peters, 1929), I, p.23. 

“Scheidt, Werke, VI, p.107. 
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Diagram #1 illustrates tone with Random Motion.t 
Notice that this tone is not absolutely steady. It has 
a continuous flow of slight quavers or variations. Al- 
most imperceptible. But very significant. : 


All wind instruments produce a sound with Random 
Motion. A flute does. So does a clarinet. a French 
horn and similar instruments. A singer does, too. 


This is ‘living tone.’ It is natural tone. 


Allen produces this sound because of its new pat- 
ented method of generating tone. 


How does this affect the performance of your 
organ? Let’s consider the whole field of organs. 


All pipe organs produce sound that has Random Mo- 
tion. However, electronic organs do not. Except one.* 


Electronic organs produce tone with no Random 















What on earth makes an electronic 
. organ tone produced lvke this... 


sound better than a tone 
produced like this... 


(This is important to know when selecting an organ for your church) 


*Of course, we are not talking about musical ornaments such as tremolo or celeste, which produce a repetitive throd or beat. 
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DIRECT SOUND 


Motion. An unwavering sound. (See Diagram #2.) All 
except one, that is. The exception is the Allen organ. 


The patented Allen process creates tone with the 
living characteristics of Random Motion. 


One other feature gives the Allen a unique distinc- 
tion. Its Electronic Whindt creates the sound associ: 
ated with air passing through pipes, a traditional organ 
characteristic. 

Random Motion and integrated Electronic Whind 
are exclusive features that will make the Allen an even 
more dramatic favorite among concert performers. 
symphony orchestras and all who have a stake in tone. 


Send for our Demonstration and Recital Record. 
It is an exciting display of the tonal powers of the 
Allen of Great Concerts. 


7Patented 





March 10 

Earl Barr, St. Mark’s Cathedral, Min- 
neapolis 8:15 

Allan Birney, General Seminary, New 
York City 8:00 

Dennis Michno, Trinity Church, New 
York City 12:45 

Virgil Fox, Kings College, Briarcliff 
Manor, N.Y. 8:30 

Ray Ferguson, First Congregational, 
Fresno, Calif. 

Robert Baker, Christ Lutheran, San 
Diego, Calif. 

Robert Lodine, 17th Church of Christ 
Scientist, Chicago 8:00 

Brian Jones, Richard Griffin, St. 
Paul’s Episcopal, Dedham, Mass. 8:00 

Susi Jeans class, University of Michi- 
gan, Ann Arbor 
11 

Frederick O. Grimes, St. 
Church, New York City 8:30 

Westchester Baroque Chorus, Gilead 
Presbyterian, Carmel, N.Y. 8:00 

Susi Jeans class, University of Michi- 
igan, Ann Arbor 

James Litton, Christ Church Cathe- 
dral, Hartford, Conn. 11:40 
12 

Billy Nalle, 
8:00 

Rudolf Inselmann, Trinity Church, 
New York City 12:45 

Robert Baker, Hope College, Holland, 
Mich. 

13 

Carl E. Schroeder, Holy Trinity Luth- 
eran, Lancaster, Pa. 12:25 

Virgil Fox, Fort Street Presbyterian, 
Detroit 8:00 

Robert Glasgow, Lawrence U, Apple- 
ton, Wis. 8:00 

Robert Baker class, Hope College, 
Holland, Mich. 

William Teague, First United Metho- 
dist, Seattle, Wash. 

August Maekelberghe, St. John’s Epis- 
copal, Detroit 12:15 
14 

Edna Parks, Wheaton College, Norton, 
Mass. 

William Teague class, 
Methodist, Seattle, Wash. 
15 

20th century church music, First 
United Methodist, El Dorado, Ark. 5:00 

Schubert, Peek, Covenant Presbyter- 
ian, Charlotte, N.C. 7:30 

Thomas Peelen, St. 
Morristown, N.J. 4:30 

Sowerby Forsaken of Man, La Jolla 
Presbyterian 8:00 

Harold Wills, Cathedral of Mary Our 
Queen, Baltimore, Md. 5:30 

Britten The Burning Fiery Furnace, 
Christ Church, Cincinnati 4:30 

Rossini Petite Messe Solennelle, First 
Baptist, Philadelphia 4:00 

Clyde Holloway, Robert Shepfer, Sec- 
ond Presbyterian, Indianapolis 8:00 

Squire Haskin, First Presbyterian, 
Buffalo, N.Y. 5:00 

Rollin Smith, Edward Gold, Brooklyn 
Museum 2:00 

Stravinsky, Mozart, Madison Avenue 
Presbyterian, New York City 3:00 

Pergolesi Stabat Mater, St. John the 
Divine, New York City 4:30 

St. Matthew Passion, 
George’s, New York City 4:00 

Bach St. John Passion, Church of 
Resurrection, New York City 4:00 

Verdi Requiem, St. Bartholomew's, 
New York City 4:00 

Frederick Grimes, St. Thomas Church, 
New York City 5:15 

Fauré Requiem, First Presbyterian, 
Englewood, N.J. 4:00 

Byron Blackmore, Dupré Stations, Our 
Saviour Lutheran, LaCrosse, Wis. 7:30 


Messiah excerpts, Fairmont Presbyter- 
ian, Cleveland Heights, Ohio 4:30 


Thomas 


Kirk of Dunedin, Fla. 


First United 


Mary’s Abbey, 


Bach, St. 





DEADLINE FOR THIS CALENDAR WAS FEBRUARY 10 


Delbert Saman, Christ Methodist, 
Rochester, Minn. 4:00 

Rossini Stabat Mater, Lafayette Ave. 
Presbyterian, Brooklyn 

James Moeser, First Christian Church, 
St. Joseph, Mo. 4:00 

Russell Saunders, Calvary Episcopal, 
Williamsville, N.Y. 

William French, Sacred Heart Cathe- 
dral, Newark, N.J. 1:00 

Duruflé Requiem, University of Ari- 
zona Choir, Catalina United Church, 
Tucson 4:00 

Robert Baker, 
Camp Hill, Pa. 8:00 

Susi Jeans, Ethical Society, St. Louis 
4:00 

Marilyn Mason, US Naval Academy, 
Annapolis, Md. 

David Mulbury, All Saints Cathedral, 
Albany, N.Y. 4:30 

John Fenstermaker, St. Thomas More 
Church, Arlington, Va. 7:00 

Kathleen Stout, Christ Church, Cin- 
cinnati, Ohio 4:30 

Gerre Hancock’s Plumb Line and City, 
Music Hall, Cincinnati, Ohio 8:00 

Sandria Ward, Belmont Heights Bap- 
tist, Nashville, Tenn. 4:30 

Ruth Harris, Plymouth Church, Des 
Moines 
16 

Susi Jeans classes, Washington Univer- 
sity, St. Louis, Mo. 

Virgil Fox, Haas Auditorium, Blooms- 
burg, Pa. 8:15 
17 

E. Power Biggs, The Forum, Harris- 
burg, Pa. 

Philip Brunelle, Dupré Stations, Ply- 
mouth Congregational, Minneapolis 8:00 

David Mulbury, Trinity Church, New 
York City 12:45 

Susi Jeans classes, Washington Univer- 
sity, St. Louis, Mo. 
18 

Gerre Hancock, University of Kansas, 
Lawrence 

Virgil Fox, 
School 8:30 

Donald Ingram, Christ Church Cathe- 
dral, Hartford, Conn. 11:40 
19 

Larry King, Trinity Church, New 
York City 12:45 

Gerre Hancock class, 
Kansas, Lawrence 

Susi Jeans, St. 
Kansas City, Mo. 
20 


Trinity Lutheran, 


Springfield, Pa. High 


University of 


Andrew’s Episcopal, 


Carl E. Schroeder, Holy Trinity Luth- 
eran, Lancaster, Pa. 12:25 
Norberto Guinaldo, 
Oakland, Calif. 8:15 

Joyce Jones, Phoenix, Ariz. 

Gerre Hancock class, University of 
Kansas, Lawrence 

August Maekelberghe, St. John’s Epis- 
copal, Detroit 12:15 

Eileen Coggin, Kenneth Mansfield, 
Amphion Club, Oakland, Calif. 8:30 
22 


Temple Hill, 


Kodaly Missa Brevis, First Methodist, 
Springfield, Ill. 5:00 
Dvorak Requiem, Church of Ascen- 


sion, New York City 8:00 

Dubois Seven Last Words, First Bap- 
tist Church, Philadelphia 4:00 and 
Faith Lutheran, St. Paul, Minn. 8:15 

C. Harold Einecke, St. John’s Cathe- 
dral, Spokane, Wash. 4:00 

St. Andrew’s College Choir, First Pres- 
byterian, Wilmington, N.C. 8:00 

Rollin Smith, Brooklyn Museum 3:15 

James Reyes, St. John the Divine, 
New York City 3:30 

Lenten section, Messiah, St. Bartholo- 
mew’s New York City 4:00 

Stanley Saxton, St. Thomas Church, 
New York City 5:15 

Fauré Requiem, Grace Church, New 
York City 4:30 

Dennis Block, Sacred Heart Cathe- 
dral, Newark, N.J. 1:00 

David Craighead, Sacred Heart Cathe- 
dral, Rochester, N.Y. 

Hugh Allen Wilson, All Saints Cathe- 
dral, Albany, N.Y. 4:30 

Karen Elam, Christ Church, Cincin- 
nati 4:30 
23 

Robert Sutherland Lord, chapel choir, 
strings, Heinz Chapel, Pittsburgh 8:00 
24 

Thomas Richner, Jersey City State 
College 
25 

Bach St. Matthew, St. Bartholomew’s, 
New York City 8:15 

Raymond F. Glover, Christ Church, 
Cathedral, Hartford, Conn. 11:40 


26 

Brahms Requiem, First Baptist 
Church, Philadelphia 3:30 
27 


Schiitz Passion, Emmanuel Episcopal, 
Webster Groves, Mo. 

Bach St. John Passion, Emory Uni- 
versity, Atlanta, Ga. 1:10 

Carl E. Schroeder, Holiy Trinity Luth- 
eran, Lancaster, Pa. 12:25 

Stainer Crucifixion, Brick Presbyter- 
ian, New York City 12:15 

John Motley Chorus, St. 
Church, New York City 1:00 

Victoria, Pinkham, Bach, Peachtree 
Christian, Atlanta, Ga. 12:00 

Stabat Maters by Palestrina, Caldara, 
Verdi, Fourth Presbyterian Church, 
Chicago 

Fauré Requiem, St. John’s Episcopal, 
Detroit 12:00 
29 

Bach Easter Oratorio, Holy Trinity 
Lutheran, New York City 5:00 

Rollin Smith, Brooklyn Museum 3:15 

Marilyn Keiser, St. John the Divine, 
New York City 3:30 

Dvorak Te Deum, St. Bartholemew’s, 
New York City 4:00 


Gaul Holy City, Cornerstone Baptist, 
Brooklyn, N.Y. 5:00 

Frederick Swann, Riverside Church, 
New York City 5:00 


Bach Cantata 112, Huntington Court 
United Methodist, Roanoke, Va. 7:30 

John Rose, Sacred Heart Cathedral, 
Newark, N.J. 1:00 

David H. Williams’ 


George’s 


On the Passion 


of Christ, Catalina United Methodist, 
Tucson, Ariz. 8:00 

Marilyn Mason, First Presbyterian, 
Rome, Ga. 5:00 

Richard Bouchett, Fifth Avenue Pres- 
byterian, New York City 
30 


Catharine Crozier, Winthrop College, 
Rock Hill, S.C. 
31 

Xavier Darasse, St. 
New York City 8:30 

Allan Birney, General Seminary, New 
York City 8:00 

Ted Alan Worth, Caribou, 
High School 8:15 

Catharine Crozier class, Winthrop Col- 
lege, Rock Hill, S.C. 

George Markey, St. Paul’s R.C., Wel- 
lesley, Mass. 8:00 

Sandria Ward, Corbett Auditorium, 
Cincinnati, Ohio 8:30 
April 2 

John Mueller, Cannon Chapel, Uni- 
versity of Richmond, Va. 8:00 

Larry King, Trinity Church, New 
York City 12:45 

Catharine Crozier, First Baptist, Nash- 
ville, Tenn. 

Gerre Hancock, West Liberty, W. Va. 
State College 
3 


Thomas Church, 


Maine 


Klaus-Christhart Kratzenstein, Rice 
University chapel 8:00 

Raymond Daveluy, First-St. Andrew’s 
United, London, Ont. 8:00 

Virgil Fox, North Hagerstown, Md. 
High School 8:30 

Edwin Clark, First 
Wilkes-Barre, Pa. 8:00 


Presbyterian, 


Hugh Allen Wilson, St. Thomas 
Church, New York City 5:15 
Brian Jones, Huguenot Church, 


Charleston, S.C. 8:00 

Gillian Weir, Caruth Auditorium, 
SMU, Dallas, Tex. 
4 

Orff Cantatas, First-St. Andrew's 
United, London, Ont. 8:30 

Honegger King David, Grace Cathe- 
dral, San Francisco, Calif. 8:00 
5 

Bach cantata 67, Holy Trinity Luth- 
eran, New York City 5:00 

Alice Matheisen, Sacred Heart Cathe- 
dral, Newark, N.J. 1:00 

Catharine Crozier, St. Paul’s United, 
Lancaster, Pa. 7:30 

Jerald Hamilton, First Baptist Church, 
Austin, Tex. 7:15 

Clyde Holloway, Trinity Episcopal, 
Columbus, Ohio 4:00 

Susi Jeans lecture recital, Shirley re- 
cital hall, Winston-Salem, N.C. 8:00 
7 

Dorothy Addy, orchestra, Friends Uni- 
versity, Wichita, Kans. 8:00 

Virgil Fox, Memorial Theater, Koh- 
ler, Wis. 8:00 


St. Paul’s College Choir, Trinity 
Church, New York City 12:45 
Joyce Jones, First Baptist Church, 


Odessa, Tex. 8:00 

Richard Bouchett, Emory and Henry 
College, Emory, Va. 

Marilyn Mason, The Forum, Harris- 
burg, Pa. 

Frederick Swann, First United Metho- 
dist, Jacksonville, Fla. 

John Weaver, Rockefeller 
Chicago University 
8 


Chapel, 


Catharine Crozier, Kresge Auditorium, 
MIT, Cambridge, Mass. 
9 


Cabena’s The Selfish Giant premier, 
First St. Andrew’s United, London, Ont. 
8:00 

H. David Herman, St. John’s Church, 
Washington, D.C, 12:00 

Joyce Jones, Dumas, Tex. High School 
8:00 





OUR 1970 CATALOGUE ILLUSTRATING A 
COMPLETE LINE OF ORGAN SUPPLIES, PIPES 
& TOOLS IS NOW AVAILABLE. 


Send $1.00 for your copy of this complete manual. The deposit is 
deductible from the first purchase of $10.00 or more made during 1970. 


DURST & co., INC. 


P. O. BOX 1165M 


ERIE, PENNA. 


“THE LARGEST AND MOST pout ORGAN SUPPLY HOUSE IN 
NORTH AMERICA” 
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THE DIAPASON 


NEWS OF CHAPTERS 
AND ORGAN GROUPS 


Akron 
The Feb. 2 meeting of the Akron, Ohio 
Chapter was held at the Church of the Saviour. 
David Harris, guest organist directed the adult 
choir in a program of music for the small 
choir. He was assisted by Robert Osmun, organ- 
ist of St. John’s Episcopal Church, Cuyahoga 
Falls. A social hour followed. 
Louise INSKEEP 


Arrowhead 
The Arrowhead Chapter met Jan. 12 at St. 
Paul’s Episcopal Church Duluth, Minn. A 
panel of clergy from Episcopal, Catholic and 
Lutheran churches discussed Funeral and Wed- 
ding Music with a question and answer and 
general discussion period following. The chap- 
ter was saddened by the death of a veteran 
member, Gudran Olsen, organist at the First 
Lutheran Church for 52 years. Heinrich 
Fleischer’s recital Jan. 27 was sponsored by 
the chapter at St. Paul’s Episcopal Church, 
Duluth. 
IsaBELLE B. JOHNSON 


Central New Jersey 
The March 2 meeting of the Central New 
Jersey Chapter was to be held in the Trenton 
Country Club. It was a lecture-demonstration 
of Baldwin electronic instruments by a local 
dealer. 
ANNABELL COUTTS 


Cincinnati 
Lowell Riley, First Community Church, Co- 
lumbus, Ohio, showed slides and gave a lecture 
on Organs of Holland at the Feb. 13 meeting 
of the Cincinnati Chapter at the Westwood 
Methodist Church. Mr. Riley made the color 
slides while on a trip to Europe. The public 
was invited to attend. 
Rusy STEPHENS 


Cleveland 
The Cleveland Chapter’s 18th annual church 
music conference was held Jan. 30-31 at the 
Church of the Covenant. About 150 registered 
for organ and choral session conducted by 
Wilma Jensen and Donald Jensen. John Herr 
was conference chairman. Mrs. Jensen’s recital 
is listed in the recital pages. 
WILMA SALISBURY 


Dallas 

The Dallas, Tex. Chapter’s Jan. 19 meeting 
was held at Temple Emanu-El. Following the 
business session the program was played by 
George Baker III who won both the chapter’s 
student competition and the regional compe- 


tition at the Fort Worth regional in 1969. His 
program is listed in the recital pages. 
Dorotuy W. PEOPLES 


District of Columbia 
The annual organist-clergy dinner of the 
District of Columbia Chapter was held Feb. 2 
at Grace Lutheran Church. Ray Robinson, 
president of Westminster Choir College, ad- 
dressed a large audience on present trends and 
the future of church music. 
Everetr W. LEONARD 


Erie 
The Erie, Pa. Chapter is engaged in efforts at 
rebuilding and reports and improvement in 
prospects. The Jan. 4 meeting was well at- 
tended and featured a discussion of handbells 
used in some local churches. Members enjoyed 
watching and playing, and gained respect for 
the difficulties of good use of these instruments. 
Howarp P, Lyon 


Fort Wayne 
The Jan. 4 meeting of the Fort Wayne, Ind. 
Chapter was held at Redeemer Lutheran 
Church. Guest was Kurt Roderer, organ tech- 
nician of Northwestern University, who spoke 
about design, scaling, voicing and playing the 
tracker organ. He demonstrated the tracker 

mechanism. 
Mary ANNE ARDEN 


Houston 
The Houston, Tex. Chapter held its annual 
clergy dinner Jan. 13 in the fellowship hall of 
St. Luke’s United Methodist Church. Roy 
Perry, organist-choirmaster of the First Presby- 
terian Church of Kilgore, Tex., spoke on The 
Philosophy of Church Music. 
Hazet Van DErBur 


Lakeland 

The Lakeland, Fla. Chapter went on a field 
trip to an organ factory in Oakland, Fla. Carl 
Bassett, its proprietor, was in the process of 
building an organ for a church in Tyler, Tex. 
and members were able to see the various 
stages in the birth of a pipe organ. 

Members played the annual members recital 
Jan. 25 in the First Presbyterian Church, 
Lakeland, playing Bach, Franck, Rohlig, Widor 
and Schroeder. 

Nancy CONNER 


Lynchburg 

The Lynchburg, Va. Chapter meeting Jan. 
26 was a program about weddings and plan- 
ning a wedding in the parish house of St. 
Paul’s Episcopal Church. Panel members in- 
cluded L. Hadley Hunt, organist, Joanne Hunt, 
voice teacher, Eleanor Wood, florist, and Dr. 
Robert W. Koons, pastor. Miriam Taylor was 
moderator. 


Martinsville 
The Martinsville, Va. Chapter met Jan. 27 
at Forest Hills Presbyterian Church. The pro- 
gram, Directing from the Console and Re- 
lated Problems, was in charge of Donald Owen, 
Lynchburg College, who used the chapter mem- 
bership as his choir as he demonstrated meth- 
ods of directing from the console. 
JupitH R. StricKLAND 


Metropolitan New Jersey 
Composer members of the Metropolitan New 
Jersey Chapter conducted members in reading 
of their choral compositions at the Jan. 26 
meetings at the Morrow Memorial Methodist 
Church, Maplewood, N.J. William Burns, John 
Gerrish, William Simon, Howard Vogel, and 
Carl Mueller were the composer hosts. Follow- 
ing the program Mr. Burns, host director, 
played a brief recital on the recently rebuilt 
organ of the church. 
Puy.tuis Van Nest 


Northern Virginia 

The Jan. ? meeting of the Northern Vir- 
ginia Chapter was held at the Unitarian 
Church, Arlington. Vera Tilson gave a demon- 
stration of choral techniques, followed by a 
performance of Kodaly’s Missa Brevis. Nancy 
Marchal, organist, accompanied the choir. 

The Complete Taper was the topic for the 
Dec. 8 meeting at Trinity Methodist Church, 
Alexandria, Va. Gerald M. Lewis, representing 
a custom recording service, conducted the dis- 
cussion concerning the practical use of tape re- 
corders. 

ANN Zipp 


North Shore 

The North Shore Chapter met Jan. 19 for 
a lecture on English Choir Schools by William 
Ballard, Northwestern University. Dr. Ballard 
spent last school year in England and brought 
the chapter much first-hand knowledge and 
observation of the choir school tradition. 

Kurt Roderer, organ builder, gave a lecture- 
demonstration at the Feb. 23 meeting in his 
workshop in the Alice Millar Chapel, North- 
western University, Evanston, III. 

BarparA BENNETT 


Southern Arizona 

The Southern Arizona Chapter held its Jan. 
27 meeting at the home of Dean Charles Bur- 
gess, in Tucson. After a short business meeting 
organ and choral recordings were played fol- 
lowed by a comparison of the interpretation 
of different players. Recordings of Bach, Berl- 
ioz, Brahms, Buxtehude, Byrd, Franck, Ippoli- 
tov-Ivanov and Vivaldi-Bach were heard. 

Roy Johnson, sub-dean, was sponsored in 
recital March 2 at the Catalina United Meth- 
odist Church featuring Homage to Breugel by 
member Camil Van Hulse. The program ap- 
pears in the recital pages. 


Redwood Empire 

The Redwood Empire Chapter, Sonoma, 
Calif. holding a competition for organist under 
21 May 5 at the auditorium of Sonoma Com- 
munity Center. Registration must be by April 
15. Chapters in the area should write 264 East 
Napa Street, Sonoma 95476. 


Richmond 
Preston Rockholt, Augusta, Ga. College, con- 
ducted a master class Jan. 13 at Ginter Park 
Presbyterian Church, co-sponsored by the Rich- 
mond Chapter and Virginia Commonwealth 
University. His subject was Stylistic Challenges 
in Modern Organ Literature. He used works 
of Messiaen, Hindemith and Sowerby. Jeanie 
Little played two of the Messiaen numbers. 
ETHEL B, BEARS 


Rochester 
A highlight of the season for the Rochester, 
N.Y. Chapter was a lecture-recital Jan. 26 at 
Sacred Heart Cathedral. William Ferris’ sub- 
ject was The Organ as a Solo Instrument in 
the Liturgical Church. He played examples of 
appropriate service music for the liturgical 
church, with composers representing the gamut 
of music history. He included an improvisation. 
Mary Anna GEIB 


Spartanburg 
The Spartanburg Chapter met Jan. 27 in 
the library of Wofford College at Spartanburg, 
S.C. John M. Bullard, professor of religion 
and organist-choirmaster of Central Methodist 
Church, showed and discussed slides from a trip 
to Europe in the summer of 1969. Places 
visited were Vienna, Salzburg, Munich, Inns- 
bruck and Cologne. Many Baroque and rococo 
churches and organs as well as places, land- 
scapes and other scenes of interest were shown. 
Juprrui Kiasen 


Western North Carolina 
The Western North Carolina Chapter met 
Jan. 27 at Mars Hill College, Mars Hill, N.C. 
Two students, a Miss Matthison and a Mr. 
Richardson, played a recital of organ solos and 
duets. 
Marvin H. Patmer 


Williamsport 
A program of wedding music before a large 
public audience Jan. 11 featured the January 
event of the Williamsport, Pa. Chapter at St. 
Luke Lutheran Church. Suitable hymns, prel- 
udes, vocal solos, processionals and recessionals 
were performed by several members and guests. 
Members participating were Harold Pysher, 
Orris H. Morrison, Jr., Gary Lowe, and Dean 
Frederick A. Snell. 
Carot A. WALTZ 
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for Organ leather. 


wear and fatigue. 


flexible than leather. 


will use this material. 


HARTFORD, 


A NEW MATERIAL 
IN PLACE OF LEATHER FOR 
ORGAN WINDCHEST ACTION.* 


An ever continuing search into new 
technology has finally yielded a superior substitute 


Based on the very stable Polyurethane family of 
plastics, it exhibits from all tests a complete 
imperviousness to air pollution, moisture or dryness, 
and the promise of indefinite resistance to 


The material is completely airtight and more 


All new organ contracts accepted, starting this year, 


AUSTIN oreans 


INCORPORATED 
CONNECTICUT 06101 


Member: Associated Pipe Organ Builders of America 


* 


The Austin console has 
been self-contained 
and leatherless since 
1910. 
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THE DIAPASON 
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The opinions, ideas and suggestions 


on the editorial page are the responsi- 
bility of the editors of this publication. 





Pro! 


Just what constitutes a “pro”? 

Playing again at our dictionary game: 
we find that “pro” is a common abbre- 
viation for “professional”. We will come 
back to the abbreviation, but let’s look 
first at the definitions of “professional” 
— passing over, for now, the personal 
meaning of “one who practices a profes- 
sion or is professional.” 

1. “of or pertaining to a profession, 
especially a learned or skilled profes- 
sion.” This is a rather heartening defin- 
ition which should include all of us 
who give our serious best to the activi- 
ties of our own skilled field. 

2. “characteristic of or conforming to 
the technical or ethical standards of a 
profession or an occupation regarded as 
such.” This is a more limiting definition 
if those standards are strict, high and 
unyielding. A great many would fall by 
the wayside as casualties of this measure- 
ment, including, say, men who use their 
connections to add large amounts to 
their incomes each year by posing as 
organ consultants, playing one builder 
against another, and leaving a trail of 
faulty or downright bad organ designs 
which will take a full generation to cor- 
rect. And how about those several peo- 
ple we all know who confuse artistic 
professional standards with those of 
“show business”, substituting flash and 
dash or personal charm for thoughtful 
study and artistic exploration? There is 
a considerable satisfaction, we think, 
when some of these people finally clarify 
their directions and spend increasing 
amounts of their time entertaining in 
high school auditoriums. It is less heart- 
ening when we see people who are es- 
sentially “personality kids” remaining 
in high professional spots where genu- 
ine artistry might have a lasting influ- 
ence for good, but where the glad hand 
and the cooing compliment are not only 
easier but bring higher and quicker 
financial rewards. 

3. “engaging for livelihood or gain in 
an activity pursued, usually or often, by 
amateurs; engaged in by professional, 
as contrasted with amateur, perfor- 
mers.” We recall the time when at least 
some AGO chapters had a requirement 
for membership that an applicant be 
a “professional”, i. that he must earn 
at least some of his income by playing 
or building organs. The founder of 
Tue Diapason believed that active mem- 
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bership should be thus limited. To him, 
admitting the likes of a “chord organ- 
ist” to active membership was like mak- 
ing nurses’ aides active members of the 
American Medical Association or making 
the doorman at a bank an active mem- 
ber of the American Bankers Associa- 
tion. What makes a professional organ- 
ization professional? Does a selective re- 
quirement for membership smack of 
“eliteness’? We think not; but several 
people we can name, who call them- 
selves ‘‘pros”’, disagree with us. 

4. “following a line of conduct or as- 
suming a role as though it were a pro- 
fession, hence, assumed; manneristic.” 
The myriad imitators of the best “show 
business” organist of our generation 
immediately come to mind. Make your 
own list if it doesn’t make you too 
queasy. 

To return to the abbreviation: we 
use the term “pro” ourselves with only 
the most complimentary connotations. 
We are proud to have a kind of vested 
interest in a field in which the really 
top artists are such complete “pros” — 
people who devote their lives to the 
search for the inner meanings of music 
and to the communication and illumin- 
ation of those meanings. These are peo- 
ple who understand and can clarify the 
architecture and design, the color and 
texture, the historic and artistic inter- 
relationships, and can thus fling wide 
the gates, that all of us can find our 
way into the inner sanctum of great 
music. 


Those Were the Days 


Fifty years ago the March, 1920 issue 
published the following news of interest 
to readers — 

The Steere Organ Company’s factory 
at Springfield, Mass. was destroyed by 
fire. 

The influenza epidemic was claiming 
many lives, among those reported being 
Captain Arthur Hyde, organist and 
choirmaster of St. Bartholomew's 
Church, New York City, J. Harry Estey, 
of the Estey organ family, and Alfred H. 
Peabody, of St. Mark’s Cathedral, Salt 
Lake City. 

Reginald McAIl, chairman, and Fred- 
erick Schlieder, president, were making 
plans for the 1920 NAO convention. 

A total of 83,000 were in attendance 
at the 14 recitals by Charles M. Cour- 
boin at the Wanamaker store in Phila- 
delphia. 

The fifth anniversary of the daily 
outdoor organ recitals at Balboa Park, 
San Diego, Calif., was marked with a 
recital by Humphrey J. Stewart. 


Twenty-five years ago this magazine car- 
ried these events in the organ world in 
its March, 1945 issue — 

William C. Hammond celebrated his 
60th anniversary as organist of the Sec- 
ond Congregational Church, Holyoke, 
Mass. 

A letter from Dr. Albert Schweitzer 
to J. B. Jamison on Ideal Organ Design 
was published in the issue. 

The 13th annual Berea Bach Festival 
was conducted by Albert Riemen- 
schneider. 

Headline “Hilarity Marks Pastor-Or- 
ganist Dinner” is hardly borne out in 
complete chapter report. 

A survey of 1944 recitals in THE D1A- 
PASON made by Pfc. H. W. MacCormack 
showed Bach far in the lead, followed 
by Handel, Widor, Vierne, Franck and 
Karg-Elert. 


Ten years ago this magazine reported 
these events in the organ field in the 
issue of March, 1960 — 

André Marchal was guest star of the 
Northwestern University Midwinter Con- 
ference on Church Music. 


First description appeared of the new 
Aeolian-Skinner for Philharmonic Hall, 
Lincoln Center. 

The 1960 convention of the Organ 
Society of Sydney, Australia, was re- 
ported by Hazel Mc. Gilvracy. 

The Guilmant Organ School cele- 
brated its 60th anniversary. 


Letters to the Editor 


And positive too! 


Sherman, Conn., Jan. 17, 1970 — 
To the Editor: 

To further amplify my letter in the Novem- 
ber issue and in response to the letter of Beth 
Berry, I would like to add some comments. 
I heartily agree with Miss Berry that the 
problem of nomenclature involving the use of 
the term positive is as important and confus- 
ing, as it is often used, as is the use of the 
term portative. All this arises from the fact 
that these two terms were all but forgotten 
in England and America until the reform 
movement began. They have now each become 
added to the ‘‘catchword’’ vocabulary of mod- 
ern organ building. Historically, of course, the 
positive was a small one-manual organ. The 
term was then applied to the second manual 
of the developing church organ and has con- 
tinued to be used as a division of the Con- 
tinental instrument. The term positive, since 
it applies to a division of the organ directly 
connected with the organ movement in this 
country and England, and as it was the term 
originally for the small organ of one manual, 
has been bandied about and used by the 
commercially minded organ builders to attract 
attention to its so-called neo-baroque product 
regardless of whether or not it really is a 
positive in the historical sense. 

I really feel that the choice of the name 
positive should be reserved, where it applies 
to a single instrument, for the one-manual 
instrument without pedal, pulldown or other- 
wise. And by extension I think we can prop- 
erly call even a rather large one-manual in- 
strument a positive. But as soon as you have 
a pedal, why not call it as it really is: a one- 
manual-with-pedal organ? Any two-manual or- 
gan with pedal, no matter how small, cannot 
by any stretch of the imagination be termed 
a positive, nor should it be — electronic or 
otherwise. 

The point I am trying to make here is 
simply against the indiscrimate use of the 
terms positive and portative. Let us at least 
base our terminology on precedent. 

Yours truly 

P. P. STeaRNS 





Choral Music 


Choral receipts this month were gen- 
erous even for this time of year, with 
a number of publishers represented and 
with a wide variety of styles, periods 
and degrees of difficulty. 

Art Masters Studio has three short 
simple pieces for the current season: 
two by David H. Williams (Alas, My 
Saviour Died, for Lent, and Look, Ye 
Saints, the Sight is Glorious, for Easter), 
and Austin Lovelace’s unison The Risen 
Saviour. 

Augsburg sends many works this 
month. Reaction to three spirituals by 
the German composer Heinz Werner 
Zimmermann will vary. The works, in- 
spired by the singing of American col- 
lege choirs, are for six-part groups (in 
one case doubled to 12) with rhythm 
instruments. This composer has been 
fairly successful in utilizing our idioms 
in past works; perhaps he has found 
a congenial medium. The individual 
spirituals are I Am Glad, Crucifixion, 
and In That Great Gettin’ up Mornin’. 

Much of Augsburg’s material this 
month is for treble voices headed up by 
a volume, Settings of Chorales for Tre- 
ble Voices, a translation into English of 
book 1 of the well-made German Der 
Kinderchor of Giinther Kretzschmar. 
Most of the 28 hymns are known to 
most Americans and several have in- 
struments suggested. Open Thou My 
Lips is a set of 12 easy sacred canons 
for children which could be very use- 
ful. Several unison pieces are for Lent 
and Easter: Awake, Arise, Go Forth and 
Rejoice and Ride On, Eternal King and 
A Joyful Song by Robert Leaf; That 
Easter Day with Joy Was Bright, Ger- 
man carol arranged by Dale Wood; 
Gerald Near’s Sing, Men and Angels on 
a Sowerby tune, unison or SATB; Tis 
Finished! So the Saviour Cried, a chor- 
ale arranged SATB by Leland Sateran. 

For general use from Augsburg are; 
Robert Leaf’s unison The Lord Our 


God Is King of Kings; Ekkehart Nickel’s 
unison God Calling Yet, with recorders 
and harpsichord; a Bradbury gospel 
tune arranged SAB by George Brandon 
as Meet and Right; David Johnson's 
SAB arrangement of Crown Him with 
Many Crowns, with optional trumpet; 
Daniel Moe’s hymn, Stranger, Share 
Our Fire, printed to paste into a hym- 
nal; and Dale Wood’s SATB Come, 
Gracious Spirit, for Pentecost. On a 
larger scale is Jean Berger’s The Word 
of God, based on a version of the 10 
commandments with various instrumen- 
tal additions suggested; this is a pro- 
gram possibility for an a cappella choir. 

Boosey and Hawkes sends Sing to the 
Lord, 18 SAB anthems arranged by 
Robert Chambers; these are fairly easy 
and do not duplicate other collections. 
Gail Kubick’s A Christmas Offering is 
program material for an experienced 
a cappella group. Ned Rorem’s Letters 
from Paris is secular and outside the 
scope of this column. 

Both offerings of Choristers Guild are 
unison: Robert Powell’s Easter Carol is 
easy and has an easy organ accompani- 
ment. Austin Lovelace’s Growing is for 
very small children. 

Carl Fischer has a wide variety of 
American church music. First there is 
a set of five Early American Fuguing 
Tunes edited by William J. Reynolds, 
including William Billings, Jeremiah 
Ingalls, Bartholomew Brown and Elka- 
nah Kelsey Dare. Both school and 
church choir directors should see these 
to judge their usefulness in particular 
situations. Two Psalms (121 and 150) 
and Streams in the Desert by Howard 
Hanson have reductions for organ or 
piano of orchestral scores. In both forms 
they have possibilities on the programs 
of experienced choirs. Phillips Land- 
grame’s The Church is a cantata with 
narrator, optional brass, SATB and 
piano or organ in a fairly contempor- 
ary idiom of only moderate difficulty; 
the question the director must answer 
for himself is how wide an_ interest 
there might be in the text. Worship for 


‘Today, an ecumenical service by Daniel 


Moe and Don and Nancy MacNeill 
should be seen by directors and minis- 
ters as an example of a practical service 
involving the congregation. Scott Wil- 
kinson has two for general use: a short 
unaccompanied Halleluia Sing and a 
longer Blessed are They in a familiar 
idiom which has an alto solo. Katherine 
K. Davis has made a strong hymn an- 
them on Mit Freuden Zart as To God 
Be Praise and Glory. Philip Young has 
set a famous text in his You Must Pur- 
sue Love, which makes limited choral 
demands. Theron Kirk’s Let All Na- 
tions Shout and Sing is a brisk morn- 
ing anthem. Jane Marshall’s Praise the 
Lord has a lively accompaniment with 
optional percussion, and Emma Lou 
Diemer’s For Ye Shall Go Out with Joy, 
with its big pianistic accompaniment, 
is for a choral concert. Douglas Mc- 
Ewen’s edition of a part of the Handel 
Chandos Anthem 6, With the Voice of 
Praise, really needs strings for its ef- 
fectiveness. Alec Wyton’s editings of the 
Tchaikowsky Hymn to the Trinity, Att- 
wood’s Come Holy Ghost and Maren- 
zio’s O King of Glory add nothing of 
substance to the several adequate edi- 
tions already avaliable. 


Most of H. W. Gray’s stack is for the 
season now upon us. David H. Wil- 
liams’ Three Lenten Scenes is a small, 
practical cantata with soprano and bari- 
tone solos suitable for the average choir 
(if there is such a choir). Also in the 
Lenten group are a short Drop, Drop, 
Slow Tears by Gerald Near; Lord Jesus, 
We Give Thanks to Thee, unaccompan- 
ied, by David Johnson; Henry Kihlken’s 
The Crucifixion, with brass quartet; 
Joseph Roff’s O Faithful Cross, simple 
and melodic; and Crucifixus by Charles 
L. Talmadge, unaccompanied and in 
block harmony. 

For Palm Sunday from Gray there is 
Graham George’s SA Ride On! Ride 
On! and for Easter itself there are 
several: Paul Lindsley Thomas’ Fanfare 
and Alleluias, with three trumpets and 
chorus unison or in block harmony; 
Mary E. Caldwell’s SAB I Know a 
Lovely Garden, with a climax and a 
soft ending; and Willis Bodine’s Christ 
Our Passover, with brass quartet, tim- 
pani and organ combining for a big 
effect. 


THE DIAPASON 


For general use from Gray are: Come, 
My Way, My Truth, My Life by Philip 
Dietterich, short and practical; An- 
thony Foster’s Who Would True Valor 
See, in a kind of English anthem style 
with lots of organ; Charles L. Tal- 
madge’s Be Thou a Lamp unto our 
Footsteps, with soprano solo and simple 
choral writing; Jack Ossewaarde’s Sing 
We Merrily, a lively dialog between 
choir and _ trumpet-en-chamade, and 
Claude Means’ unison Master of Eager 
Youth. 

From Hope come: a kind of spiritual, 
unaccompanied, by Lloyd Pfautsch 
called Go and Tell John; a straight- 
forward “easy anthem” O Splendor of 
God’s Glory Bright by Florence Jolley, 
with plenty of unison; John F. Wilson’s 
Blessed Is the Nation, easily singable 
despite its slightly forced “Charleston” 
beat in a measure of each phrase; Kent 
A. Newbury’s I Will Praise God with a 
Song, bright, preferably unaccompanied 
and short; unison Awake, My Soul by 
Shirley Whitecotton, a tune suggesting 
Southern Harmony. 

We had separate stacks from two of 
the Lorenz companies. From Heritage 
Press, the music was entirely secular 
and not the province of this column. 
From Sacred Music Press come some 
names familiar to our readers, Eugene 
Butler has a bright Easter Glory to Our 
Risen King, with trumpet. Joseph Roff 
has an a cappella on Surely He Hath 
Borne Our Griefs, for Lent. Mary E. 
Caldwell has The Rose, a gentle and 
meditative bit for Lent. Edwin Earle 


Ferguson has a Palm Sunday hymn- 





Joyce Jones has joined the faculty of Bay- 
lor University, Waco, Tex. Miss Jones has a 
BMus, cum laude and an MMus from the 
University of Texas where she is also earning 
a doctorate. She has an MSM from South- 
western Baptist Seminary. Her organ teachers 
include Arden Whitacre, E. Wiliam Doty, 
Claire Coci, Helen Hewitt, Nita Akin and 
brief study with Marchal, Richter and Walcha. 

She has been an active recitalist for 10 
years, first for Community Concerts and 
more recently for Richard Torrence. 


~ 


Charles L. Dirr has been appointed as- 
sistant professor of organ and theory at 
Wells College, Aurora, N.Y. He will also 
serve as organist for the Presbyterian Church 
in Aurora, 

He has attended Mars Hill College, De- 
Pauw University, the University of Indiana 
and the University of Michigan. His organ 
study has been with Arthur Carkeek, Her- 
bert L. White, Oswald F. Ragatz, John C. 
Christian, Katherine Eskey and Marilyn 
Mason. He was a member of the faculty 
of Tift College, Forsyth, Ga.-from 1961 to 
1968. 4 
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anthem on Ellacombe, Hosanna, Loud 
Hosanna, designed for three junior 
choirs. Wayne Simpson’s See Him There 
is for Good Friday and includes the 
Seven Words. Grant Fletcher has set 
the familiar God So Loved the World 
with a climactic center. Duane Blak- 
ley’s To the Work is an unaccompanied 
piece, musically stronger than its text. 
Jack Noble White’s Omnes_ Gentes, 
Plaudite is an interesting use of junior 
choir above an ostinato in bass or cello; 
there are performance notes. 

Marks sends the big, important Nor- 
man dello Joio Mass in both full score 
(nine brass, SATB and organ) and in 
choral score. All directors with adequate 
forces will want to see this commemora- 
tive work; it will get and deserve a 
number of performances. Marks sent 
several secular works including a good 
volume of Rediscovered Madrigals 
edited by Don Malin, which though 
not sacred will have interest for many 
readers. 

Oxford University Press sends Three 
Settings from the Bay Psalm Book by 
Jack Beeson, Psalms 131, 47 and 23, 
rather quaint versions of the texts set 
in a fairly contemporary idiom. In its 
Tudor Church Music series are Haste 
Thee, O God, by John Shepherd; Two 
Anthems (O Almighty God and O Lord 
we beseech Thee) by George Marcrofte, 
and O Lord, Give Thy Holy Spirit, by 
Thomas Tallis. Gerald Bales had made 
a simple, small setting of the text O 
Lord, From Whom All Good Things 
Do Come. 

It is rather a departure for Shawnee 
Press to issue a large work from past 
centuries but the lead-off for the Shaw- 
nee Press stack this month is a big 
oratorio by Carl Philipp Emanuel Bach, 
The Resurrection and Ascension of 
Jesus, translated and prepared by Rich- 
ard H. Brewer. The works of this gifted 
son of J. S. Bach are coming into their 
own these days. Like most works of the 
period, they provide very difficult key- 
board parts when reduced from orches- 
tra score. The publisher does not indi- 
cate the availability of the orchestral 
score or parts; this omission should be 
rectified, for a work of this scope is 
much more likely to be performed with 
orchestra than with keyboard accom- 
paniment. Directors will wish to see this. 

Of much smaller scope from Shawnee 
and of a simple texture is an Easter 
cantata, Jesus Christ, the Crucified by 
D. Duane Blakley. It is based on tunes 
from several sources, all familiar, and 
some intervening music by Blakely. 
Parts are available for brass quartet, 
timpani and percussion, which join 
SATB, solo quartet, soloists, narrator 
and organ or piano. No problems here! 

In other Lent or Easter music from 
Shawnee are: a small unaccompanied 
Behold, We Go Up to Jerusalem, by 
Clifford McCormick; Walter Ehret’s 
editing of Christ Indeed is Risen Today 
by Andre Kopyloff; D. Duane Blakley's 
Ask Ye What Great Thing I Know, 
with optional brass and percussion; and 
Elwood Coggin’s The Lord of Glory 
Came to Earth, based on a folk hymn. 
For more general use are arrangements 
by Walter Ehret of two bits from Mo- 
zart — Thy Servants Praise Thee and 
Holy, Holy — and a spiritual, In-a that 
Morning; two by Kent Newbury, a 
fanfare-like Sing to the Lord a New 
Song and a morning anthem Be Ex- 
alted, O Lord; two small ones by Clif- 
ford McCormick, a useful The Light of 
the World, and a simple I Am the 
Way; and a set of “singles” including 
an unaccompanied Adoremus Te with 
Latin and English text by Thomas Hart; 
an eight-part setting of Psalm 137 by 
George Sykes Jones called In a Strange 
Land; Lawrence Weiner’s A Psalm of 
Prayer and Praise, with optional brass 
and timpani; Marian Vree’s Ye Ser- 
vants of God, a hymn anthem on Pader- 
born; Theron Kirk’s Psalm 47, O' Clap 
Your Hands, with a certain excitement; 
Donald O. Johnston’s Be Glad and Sing 
for Joy, with brass ensemble; Dwight 
Gustafson’s easy, practical Thou Art 
the Way, and a Liturgical Suite in four 
sections by Luigi Zaninelli, suitable for 
many occasions. Hawley Ades has made 
SAB and SA arrangements of a religious 
popular song, God Made Our Hands, 
by Jill Jackson and Sy Miller; we are 
aware than many people find this kind 
of music helpful. — FC 
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Adult and Youth Choir 


ANTHEM COLLECTIONS 


Mail the coupon below today to receive single copies 
on 30-day approval from Shawnee Press. 


ANTHEMS FROM SCRIPTURE — 
for SATB by Clifford McCormick. 17 
Easy-Medium anthems with texts from 
the Scriptures. Songs of Prayer, 
Thanksgiving, Praise, Meditation, Faith 
and Prophecy to highlight every 
important date in the Christian 
calendar. 12” LP Reference Recording 
of complete collection available with 

. book on 30-day approval. 

MAKE A JOYFUL NOISE — for SAB arranged by Walter 
Ehret. Outstanding hymns, anthems and carols from 

one of music history’s most graceful periods, the 18th 
century. 12 selections for Passion Week, Christmas and 
general use, all graded Easy. 


PRAISE HIM — arranged for SAB 
by Roy Ringwald. 42 anthems designed 
for Adult and/or Youth Choirs for the 
entire church year. Strongly recom- 
mended by church musicians of all 
denominations for its high musical 
integrity and usefulness. 


praise him 





SING, YE CHOIRS — for combined 
SATB Adult and Unison Youth Choir 
arranged by Luigi Zaninelli. 9 tradi- 
tional and contemporary combined 
choir anthems to celebrate Thanks- 
giving, Advent, Christmas, Lent, Easter 
and other special occasions. Youth 
choir part is easily taught to youngsters 
or may be sung by Adult Choir alone 
with a few sopranos taking the Youth 
Choir part. 





Sing, 
Ye Choirs 


BONS SONNEI 








YOUTH PRAISES — a series of 4 


—S ree 
treble-voice anthem books by Wihla 
Hutson and Luigi Zaninelli. A complete xXLOUCH x 


2-year program taking singers from PRATSES 
unison to 3-part treble singing. 70 7@ ; 
contemporary Hymns, Anthems, Amens, oe 
Introits and Responses for young 
choirs in four volumes: 
Red, Unison (Fall-Winter) 
Yellow, S(A) (Winter-Spring) 
Green, SA (Fall-Winter) 
Blue, S(S)A_ (Winter-Spring) 


YOUTH PRAISES Reference Record- 
ing of 22 selections from the entire 
series with all four books available on 
30-day approval. 





Soren Pron we 


G®) Hhawnee tress inc. 


DELAWARE WATER GAP, PA. 18327 


Please send on 30-day approval, single copies of the anthem collections 
and reference recordings I have checked below: 


Anthems from Scripture (book, G34) 

Anthems from Scripture (recording and book, GA33) 
Make a Joyful Noise (G46) 

Praise Him (G15) 


| 
| 
| 
| 
| 
| 
| 
| 
Sing, Ye Choirs (G44) | 
| 
| 
| 
| 
| 
| 
| 
| 
| 
| 
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Youth Praises 

[] Red, Unison (G29) [] Green, SA (G31) 

C] Yellow, S(A) (G30) [] Blue, S(S)A (G32) 

[] YOUTH PRAISES Reference Recording and all four books (GA34) 
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University of Michigan 


RECITALS 


Box 120 
Ann Arbor, Michigan 


CHURCH ORGAN BUILDERS 
> CENTRALLY LOCATED 
(WE SERVE THE ENTIRE NORTHEAST). 


> MAINTENANCE & REBUILDING 
PROMPTLY ATTENDED TO. 


> NEW INSTRUMENTS DELIVERED ONE 
OR TWO YEARS FROM ORDER... 
DEPENDING ON SIZE & COMPLEXITY. 


> ESTIMATES GIVEN WITHOUT COST. 


F. C. DREWS & CO. 
R.F.D. NO. 1, BOX 527 
STONE RIDGE, N. Y. 12484 
(914) 687-9720 
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SCHULMERICH® : 
HELPS YOU FORM ENRICHING, 
INSPIRING HANDBELL CHOIRS 


Start handbell choirs for youth... or any 
age group... with Schulmerich "Precision 
Tuned” Handbells, the finest. Write to 


SCHULMERICH CARILLONS, INC. 
9530 Carillon Hill @ Sellersville, Pa. 18960 


D. S. WENTZ, INC. 


Pipe Organs 


P. O. Box 222 
Worth, Ill. 60482 


WA 5-0534 GI 8-0534 
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Harpsichord News 





The Inverted Mordent 
In Baroque 
Keyboard Music 


By Nathan Bergenfeld 


I have always found Johann Sebas- 
tian Bach’s Two Part Invention in C 
minor, the second in the collection, a 
most winsome composition. Besides the 
innate beauty of the perfectly counter- 
poised melodic curves, the skill with 
which Bach employs strict canonic writ- 
ing makes this one of the highlights of 
the group. 

There was one factor, though, that 
always puzzled me: the short trills 

Avv___s‘Starting in bar three (Ex.1). 


Ex. 1. Bach, Invention No. 2, m. 3 
ane 





Starting the trill with the upper aux- 
iliary (ah) proved unsatisfactory (Ex2a). 
I tested by omitting the ornament; the 
dissonant interval of the seventh be- 
tween the melody and the bass was 
clear, not blurred by the upper aux- 
iliary as before. Also, the upper note 
produced clearly audible parallel oc- 
taves with the bass, again a weakening 
of the harmony. 

I tried starting on the already dis- 
sonant principal note, g (Ex.2b). The 
result was remarkably different; the 
dissonance moved clearly to its resolu- 
tion (7-6). Carried through, this worked 
well while at the cadences the normal 
trill, beginning on the upper auxiliary, 
was retained. 


Ex. 2. a) trill from upper auxiliary; b) 
trill from main note. 


(small notes take time from the follow- 
ing regular note) 


Here Bach presents us with docu- 
mentation as clear as it could possibly 
be that he used the inverted mordent. 
For if we deny the importance of re- 





Mr. Bergenfeld is a graduate of the 
Manhattan School of Music and is cur- 
rently working toward a doctorate at 
the City University of New York. 
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taining the dissonance between the mel- 
ody and the bass, at the beginning of 
the beat, we cannot allow that Bach 
would countenance bald parallelisms. 
Apropos of consecutives, Carl Philipp 
Emanuel Bach, his son, wrote, “Hence, 
as with all embellishments, the intro- 
duction of an appoggiatura must not 
corrupt the purity of the voice leading.” 

The tradition of beginning short 
trills on the principal note did not orig- 
inate in Baroque times. Girolamo Diru- 
ta, a Venetian who wrote in 1593, is 
the earliest printed authority on keyed 
instruments. In Jl Transilvano, a fas- 
cinating dialogue between a_ student 
and his master, Diruta mentions Trem- 
oli and illustrates what he means (Ex.3). 


Ex. 3. Diruta’s Tremoli. 





(played 

The tremolo then is a short trill be- 
ginning on the main note. No signs are 
given to indicate the ornament because 
as with other divisions (groppi) it was 
added extemporaneously by the per- 
former. It is also revealing to see that 
in the tradition of Merulo and Fresco- 
baldi, all trills, long and short, com- 
mence with the main note. 

The lute was popular throughout 
Europe in the 17th century. Quite nat- 
urally the graces of that instrument 
were imitated by keyboard perform- 
ers. In France, Mersenne refers to lute 
ornamentation in his Harmonie Uni- 
verselle (Paris, 1636-7, II, des Instru- 
mens). For the term Tremblement he 
offers a description which rendered in 
notation is an inverted mordent (Ex.4). 


Ex. 4. Mersenne’s Tremblement. 
=S_ 


ee 


played) 

J. A. Reinken, writing in Germany 
between 1680 and 1700 furnishes a 
slightly longer version of the trill, 
again starting on the main note (Ex.5). 


Ex. 5. J. A. Reinken (ca. 1700). 
Ff 


aeee (played) 


It is not completely true to state that 
the French clavecinists began trills in- 
variably with the upper auxiliary. 
Francois Couperin illustrates an in- 
teresting tied trill in the preface to 
his Piéces de Clavecin (Ex.6). 


Ex. 6. F. Couperin, from Piéces de 


Clavecin. 





(played ) 

The upper second is slurred and the 
trill begins on the principal note. In ad- 
dition, he offers what appears to be il- 
luminating advice in L’Art de Toucher 
le Clavecin: “A shake must always 
begin with the note a tone or a semi- 
tone higher than the note it is written 
on.” Yet later on he states cryptically, 
“As for other shakes, they are arbitra- 
ry.” (italics added) 

Jean-Philippe Rameau is even less 
lucid in his illustration of the tied trill 
found in the preface to Piéces de Clav- 
ecin of 1724 (Ex.7). 


Ex. 7. J. -P. Rameau, Piéces de Clave- 
cin, 1724. 





(Played ) 


He omits the tied upper second in 
his realization and begins the trill di- 
rectly on the main note. From his text, 
it appears that he considers the trill 
has already begun with the sounding 
of the previous upper second. 

Although it is true that Carl Philipp 
Emanuel Bach cannot be accepted as an 
infallible guide to the interpretation of 
his father’s music, his illustrations of 
short trills confirm those previously ex- 
amined (Ex.8). 





(played) 
Ex. 8. C. P. E. Bach, Essay ... 


His terminology is somewhat con- 
fused, since in several parts of his mon- 
umental Essay on the True Art of 
Playing Keyboard Instruments he refers 
to these short trills variously as tran- 
sient shakes, Pralltrillers, and Schnellers. 
Many valuable hints on performing 
techniques, though, are given in the 
same source. 

Another member of the Bach circle, 
Franz Wilhelm Marpurg, sheds more 
light on the short trill. In Principes du 
Clavecin, he first attaches to it the ap- 
pellative “inverted mordent” (Pincé re- 
versé) (Ex.9a). This is immediately fol- 
lowed by examples of short trills begin- 
ning on the upper note. It strongly sug- 
gests the stylistic compatibility of both 
ornaments (Ex.9b). An example of a 
tied trill is also included and is indica- 
tive of current practice circa 1750 
(Ex.9c). 


Ex. 9. F. W. Marpurg, Principes du 
Clavecin. 





Johann Sebastian Bach left but one 
ornament table, a rather incomplete 
Explication to guide his son Wilhelm 
Friedemann Bach. Yet we can _ safely 
say that three forms of the short trill 
were extant during his lifetime: the 
short trill starting from above (Trillo), 
the tied trill (Pralltriller), and the in- 
verted mordent (Schneller). The inter- 
pretation of the single sign Aw, then 
should vary according to the context. 
In some cases more than one solution 
is possible, but to eschew beginning on 
the main note for puristic reasons is 
senseless. 

In the following excerpt from a Sona- 
ta by Domenico Scarlatti the sign ~Avj~ 
is found over notes already dissonant 
with the bass (Ex.10). 


Ex. 10. D. Scarlatti, Sonata in A, L. 483. 





Sonata inA L.493 a ~s (played) 
(meas. 9-10) 
Thus stressing the dissonant “d” 


which embellishes the following chord 
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tone “c” makes an engaging effect. One 
of the purposes of the ornament during 
the Baroque era was to introduce har- 
monic enrichment to an otherwise com- 
monplace progression. If we begin on 
the upper note “e”, we efface the dis- 
sonance and destroy the effect. 

A similar situation occurs in the Al- 
legro from the second of six Wiirttem- 
berg Sonatas by Carl Philipp Emanuel 
Bach (Ex.11). 


Ex. 11.C. P. E. Bach, Wiirttemberg 
Sonatas, No. 2. 





(meas. 3-4) 


Again, beginning the short trill on 
the upper auxiliary foils the composer’s 
attempt to stress the dissonant interval 
of the fourth between the two parts on 
the downbeat. 

Somewhat earlier, Henry Purcell em- 
ployed the following two cadences in the 
Prelude to the Suite No. 2 (Ex. 12 a and 
b). 


Ex. 12. Purcell, Suite No. 2 (Prelude). 





(meas. 10 & 25) 


Here the cadential nature of the 
trills might require more repercussions 
for emphasis, but the case is clear: to 
begin with the upper note contradicts 
most emphatically the harmonic sense 
of the passage. 

Jean-Philippe Rameau used the tied 
trill in L’Enharmonique (Ex. 13 a and 
b) 





Ex. 13. J. -P. Rameau, L’Enharmonique. 





a. 
(meas. 6 & 89) 


According to his own directions (see 
above), the trills begin on the principal 
note. No tied interpretation would even 
be possible since there is no motion in 
another part to make a tie audible. 
The effect is of an inverted mordent 
(with the number of repercussions left 
to the performer). 


In the Allemande from his Premier 
Livre (1706) we find a short trill which 
according to all evidence should be 
played as an inverted mordent (Ex. 14). 


Ex. 14. Rameau, Allemande 


Livre, 1706). 


(Premier 





4-8 
(meas. 11 — after double bar) 


Here the interval of a ninth with the 
bass militates against starting with the 
upper note. 

Francois Couperin’s La Convalescente 
(27me Ordre) contains the following 
two examples (Ex. 15 a and b). 


Ex. 15. F. Couperin, La Convalescente 
(27me Ordre). 





(upbeat to meas. 1) 





(meas. 24) 


The first case is a short trill on a dis- 
sonance; the second is a cadential trill 
on a dissonance. Both instances strongly 
suggest beginning on the principal note. 

These are but a few of the many 
supporting examples to be found in 
Baroque literature. Perhaps this study 
helps to clarify what Wanda Landow- 
ska meant when she wrote, “None of 
the modern studies on ornaments has 
revealed the fundamental secret, the es- 
sential significance, and the purpose of 
ornaments in conjunction with the 
harmonic as well as the melodic struc- 
ture of the phrase.” (italics added) 

The performer of Baroque music 
should not avoid the use of the in- 
verted mordent although the one sign 
“YW =had a multiplicity of meanings. 
Often several solutions are possible, es- 
pecially in the rhythmic disposition of 
the notes of the ornament. This is con- 
sistent with Baroque practice; many 
factors were left to the discretion of 
the performer. The skill of extempori- 
zation within an established set of con- 
ventions, so highly cultivated at the 
time, was unfortunately later neglected. 

There are few absolutes in the field of 
interpretation. Likely, performance var- 
ied from area to area. Nevertheless, 
guided by factual information and good 
taste the performer can find a solution 
to ornamental problems which is both 
musically logical and_ stylistically ac- 
curate. 


OFF THE SOUNDBOARD 


William Dowd was a featured speaker 
at the 22nd annual Williamsburg An- 
tiques Forum Feb. 1-6. His lecture at 
the Conference Center was titled The 
Harpsichord Maker, Yesterday and To- 
day: a Demonstration. 


The Feldman Chamber Music Society 
of Norfolk, Va. included two contem- 
porary harpsichord works in its program 
for Jan. 19. Larry Palmer was harpsi- 
chordist for performances of Jacques 
Ibert’s Two Interludes for Flute, Violin 
and Harpsichord and Manuel de Falla’s 
Concerto for Harpsichord and Five Solo 
Instruments. 


Ellis Schuman was harpsichordist and 
Bruce Neely flutist in a program at St. 
Pauls Church, Chicago, on Jan. 25: So- 
nata in F major, Marcello; Sonata in F 
major, Daniel Purcell; Two Movements, 
Schuman (first performance); Sonata 
in B minor, Bach. 


Go For Baroque, benefit concert at 
the Norfolk Theater Center Jan. 25 fea- 
tured Larry Palmer on harpsichord as- 
sisted by Donnell Walden, principal 
flutist of the Norfolk Symphony The 
program: Suite of Dances from 16th 
Century German Tablature Books; 
Tombeau de Mr. de Blancroucher and 
Passacaglia in C major, L. Couperin; 
Capriccio on the Departure of a Beloved 
Brother, Bach; Two Sonatas (Kk. 216- 
216), D. Scarlatti; Sonata for Clavecin, 
Martinu; Concerto in D for Flute and 
Concertato Harpsichord, ‘Telemann. ‘The 
program was repeated Feb. 8 on the 
Abendmusik series of Union United 
Methodist Church, Washington, D.C. 


The Alla Rustica concerto for strings 
and harpsichord was played as part of 
the Estelle Borhek Johnston Memorial 
festival concert at the Central Moravian 
Church, Bethlehem, Pa. with Allan Bir- 
ney conducting and Edward Brewer at 
the harpsichord. 


The Internationa] Harpsichord Festi- 
val in Rome will be held April 17-26 in 
Palazzo Braschi. Nine solo recitals will 
be heard with these recitalists: Isolde 
Ahlgrimm, Gustav Leonhardt, Zuzana 
Rizickova, Rafael Puyana and Anna 
Maria Pernafelli. The final concert will 
include Concertos for two, three and 
four harpsichords by Bach with the 
AMR orchestra, Miles Morgan conduct- 
ing. 

Fernando Valenti’s tour of Israel had 
to be re-arranged because of the severity 
of the “flu” epidemic there. 
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Organ Recitals of the Month 





To restrict these pages to programs 
of general interest, recitals engaging 


more than three organists will here- 
after not be included. 





Mireille Lagacé, Montreal, Canada — Whea- 
ton College, Norton, Mass. Feb. 15: Varia- 
tions on Mein junges Leben, Sweelinck; Toc- 
cata in F major, Buxtehude; Aria Sebaldina, 
Pachelbel; Fantasie and Fugue in G minor, 
Bach; Offertoire sur les Grands Jeux, F. Cou- 
perin; Echo et Dialogue, Nivers; Les Bergers, 
Messiaen; Chorale in A minor, Franck. 


Susan Ferre, Fort Worth, Tex. — TCU Jan. 
21, Genesee Baptist Church, Rochester, N.Y. 
Feb. 1, St. James Episcopal Church, Green- 
field, Mass. Feb. 3: Intermezzo, Symphony 6, 
Widor; Voluntary, Stanley; Suite on Tone 2, 
Clérambault; Trio, Poem of Peace, Langlais; 
Ave Maris Stella, Finale, Dupré; The Shep- 
herds, Messiaen; Eli, Eli, Lamma Sabacthani, 
Tournemire; We All Believe in One God, Bach. 


Craig Chotard, Little Rock, Ark. — Second 
Baptist Dec. 12: Prelude and Fugue in F 
major, Liibeck; Come, Saviour of the Gen- 
tiles, A Child is Born in Bethlehem, Buxte- 
hude; Sleepers, Wake, My Soul Exalts the 
Lord, Lord Jesus Christ, with Us Abide, 
Bach; Pastorale (Le Prologue de Jesus) tra- 
ditional arr. Clokey: Chorale in B minor, 
Franck. 


Brian Jones, Boston, Mass. — St. Michael’s 
Church, New York City Jan. 25: Toccata and 
Fugue opus 59, Reger; Wir glauben, Krebs; 
Nun freut euch, Prelude and Fugue in D 
minor (Fiddle), Bach; Sonata 3, Mendelssohn; 
Les oiseaux, Pentecost Mass, Messiaen; Prel- 
ude and Fugue in B minor, Bach. 


Car] E. Stout, Erie, Pa. — St. Paul’s Cath- 
edral, Feb. 8: Five Short Preludes, Schroeder; 
Adagio, Nyquist; Sonata 1, Hindemith; From 
God I Will Not Turn, Jesus Christ Our Sav- 
iour, Bach; Suite Médiévale, Langlais. 


Harold Daugherty, Los Angeles, Calif. — 
St. Paul’s Cathedral Feb. 6: Agincourt Hymn, 
Dunstable; Prelude and Fugue in E flat, Bach; 
Warum betrubst du dich, Scheidt; Te Deum, 
Langlais. 
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Wilma Jensen, Oklahoma City, Okla. — 
Church of the Covenant, Cleveland, Ohio Jan. 
30: Te Deum, Langlais; Works for Flute 
Clock, Haydn; Concerto in A minor, Vivaldi- 
Bach; Chorale in E major, Franck; Passa- 
caglia per Timpani e Organo, Badings (with 
Paul Deveraux, timpanist); Scherzo, Symphony 
4, Widor; Canon in B major, Schumann; Pre- 
lude and Fugue on B-A-C-H, Liszt. St, An- 
drew’s Episcopal Church, Louisville, Ky. Jan. 
27: same program with Cortége et Litanie, 
Dupré, replacing Badings. 


Ivan R. Licht, Rocky River, Ohio — St. 
Martin of Tours, Valley City Feb. 1: Lobe 
den Herren, Walther; Allein zu dir, Erich; 
Allegro in G for flutes, Allegro in D for 
trumpet and flutes; Duet for flute stops, 
Prelude in F sharp major, Krebs; Prelude and 
Fugue in C minor, Mendelssohn; Cantilena, 
Sonata 11, Rheinberger; Fantaisie, Saint-Saéns. 
The St. Christopher choir shared the program. 


William Marcellus, Emporia, Kans. — Kan- 
sas State Teachers senior recital Albert Tay- 
lor Hall Feb. 4: Prelude, Fugue and Cha- 
conne in C, Buxtehude; Andante, Trio Sona- 
ta 4, Prelude and Fugue in A minor, Bach; 
Chorale in A minor, Franck; Prelude and 
Fugue in G minor, Dupré; Le Jardin Suspen- 
du, Alain; Rhapsodie Grégorienne, Langlais. 


Robert Bell, Calgary, Alta. — Redeemer 
Cathedral Dec. 10: La Romanesca, Valente; 
Basse et Dessus de Trompette, Clérambault; 
Noél Suisse, Daquin; Prelude and Fugue in 
B minor, Bach; Pastorale, Franck; Litanies, 
Alain; Fanfare, Leighton; Les Bergers, Les 
Anges, Messiaen; Fantasie and Fugue on 
B-A-C-H, Liszt. 


Paul J. Sifler, Hollywood, Calif. — Wash- 
ington Cathedral Jan. 4: All works by Mr. Sif- 
ler: Three Preludes on Hebrew Hymns; The 
Despair and Agony of Dachau as Envisioned 
by Psalm 22, with Thomas Morrison, reader; 
Sinfonia, Cantata Psalm 98; Four Nativity 
Tableaux; Toccata on Ein Fest’ Burg. 


James Litton, Princeton, N.J. — Lawrence- 
ville School Jan. 25: Six sections, Livre 
d’Orgue, DuMage; Three Chorales, Franck. 


Roger Petrich, Iowa City, Iowa — U of 
Iowa master’s recital, Gloria Dei Church Dec. 
10: La Nativité du Seigneur, Messiaen. 
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Programs of Organ Recitals of the Month 





Susi Jeans, Dorking, England — Perth Fes- 
tival, Australia program 1: Variations on Ah 
vous dirais-je Mamam?, Rinck; Herr Gott, 
nun schleuss den Himmel auf, Warum _ be- 
triibst du dich, Prelude and Fugue in A ma- 
jor, Walther; Salve Regina, Upon la, mi, re, 
Anon. 16th century; Christe qui lux, Voluntary 
for double organ, Lugge; Allein Gott in der 
HGh, Dies sind die heil’gen zehn Gebot, Aus 
tiefer Noth, Bach; Theme and Variations, 
Andriessen; Partita on Ich wollt, dass ich da- 
hein war, Toccata Frencesa, Kropfreiter; Prel- 
ude and Fugue in G major, Teccata in C 
major, Schmidt. program 2: Two Fantaisies 
sur le Jeu des Hautbois, Fantaisie, L. Cou- 
perin; Noél: Laisse paitre vos Baitre, LeClerc; 
Voluntary on Psalm 100, Purcell; Chromatic 
Voluntary, Blow; Trumpet Aire, Reading; Vol- 
untary, John James; Prelude and Fugue in B 
minor, Trio Sonata in C major, Bach; Partita 
on O unbesiegter, Walter Pach; Postludium, 
Glagolitic Mass, Janacek. 


Ronald Wyatt, San Antonio, Tex. — Uni- 
versity Presbyterian Church Jan. 25: Sonata 
3, Mendelssohn; Fanfare, Cook; O Man, be- 
wail thy Grievous fall, Bach; Prelude and 
Fugue in G minor, Buxtehude; Piéce Heroique, 
Franck; Sonata 3, Hindemith; Toccata in D 
minor (dorian), Bach; The Fifers, Dandrieu; 
Finale, Symphony 1, Vierne. 


Berj Zamkochian, Boston, Mass. — St. Mi- 
chael’s College, Winooski, Vt. Feb. 15: Tocca- 
ta in F major, In the Hour of Utmost Need, 
Trio Sonata 6, Vivace, Lento, Allegro, Fan- 
tasie and Fugue in G minor, Bach; Hymns of 
Vesting, Vartabet; Prelude and Toccata, Bus- 
cashian; Ad Nos, Liszt. 


Roy Johnson, Tucson, Ariz. — Catalina 
United Methodist Church March 2: Prelude 
and Fugue in E minor (wedge), Bach; Homage 
to Breugel, Van Hulse; Sonata on Psalm 94, 
Reubke. 


Thomas Mathiesen, Brea, Calif. — St. Paul’s 
Cathedral, Los Angeles Feb. 13: Contrapuncti 
1, 5, 6, Art of Fugue, Bach; Reflection on 


B-A-C-H, Heussenstamm; L’Ascension, Mes- 
siaen, 
Bernard Hunter, Nashville, Tenn. — St. 


Philip’s Cathedral, Atlanta, Ga. Jan. 25: Naz- 
ard, Langlais; Come, Now, Saviour of the 
Gentiles, Bach; Sonata on Psalm 94, Reubke. 


Fenner Douglass, Oberlin, Ohio — Warner 
concert hall Jan. 20: Selections, Premier Livre 
d’Orgue, Lebégue; Sonata in C major, Bach; 
Fantasie in F minor K 608, Mozart; Grande 
Piéce Symphonique, Franck. 


Arthur Carkeek, Greencastle, Ind. — St. 
Mary’s Abbey-Delbarton, Morristown, N.J. 
Jan. 21: Chaconne, L. Couperin; Elevation, 


Tierce en taille, F. Couperin; A Saving Health 
is Brought, Prelude and Fugue in F sharp 
minor, Buxtehude; Dearest Jesus, we are here, 
If thou but suffer God to guide thee, Now 
praise we Christ, The blessed Christ is risen 
today, When on the cross the Saviour hung, 
Lord Jesus Christ, be present now, Let all 
together praise our God, Bach; Prelude and 
Fugue in A major, My heart abounds with 
pleasure, My heart is ever yearning, Brahms; 
Prelude 2, Milhaud; Toccata in D minor, 
Reger. 


Gale Raymond Kramer, Ann Arbor, Mich. 
— Hill Auditorium Jan. 9: Partita on Nun 
lasst uns Gott dem Herren, Liibeck; Chrom- 
horne sur la Taille, Récit de Tierce, Offer- 
toire sur les Grands jeux, F. Couperin; Prelude 
in E flat, Triple Kyrie, Dies sind die heil’gen 
zehn Gebot, Vater unser, Fugue in E flat, 
Bach; Priére, Franck; Variations on a Noél, 
Dupré. 


Charles McClain, Sioux City, Iowa — St. 
Paul’s United Methodist Church, Cherokee, 
Iowa Dec. 7: Fugue in E flat major, Bach; 
Prelude and Fugue on From Heaven Above, 
Pachelbel; Noél 10, Daquin; Silent Night, Bar- 
ber; How Lovely Shines the Morning Star, 
Lenel; Chorale in A minor, Franck; Varia- 
tions on Veni Creator, Duruflé. 


Sally Ann Smith, Millersville, Pa. — Stu- 
dent of Karl E. Moyer, Millersville State Col- 
lege Feb. 1: O Man Bewail, Prelude and Fugue 
in C minor, Bach; Pastorale on a Christmas 
Plainsong, Thomson; Te Deum, Langlais. 
Donna Louise Bates, mezzo-soprano, shared the 
program. 


Kenneth K. Livingston, Ridley Park, Pa. — 
Ridley Park United Presbyterian Church Jan. 
25: Fanfare, Cook; Chorale, Jongen; Prelude 
and Fugue in G minor, Bach; Chorale in E 
major, Franck; Come, Sweet Death, Bach-Fox; 
Sonata 5, Mendelssohn. Jane Stephans, con- 
tralto, assisted. 


Norberto Guinaldo, Norwalk, Calif. — Tem- 
ple Hill, Oakland March 20: Prelude and 
Fugue in E minor, Bruhns; Variations on 
Est-ce Mars, Sweelinck; Fantasie and Fugue 
in C minor, Bach; O God, from Heaven Look 
thereon and Be Merciful, Hanff; Finale, Sym- 
phony 2, Vierne; Priére, Litaize; L’Annoncia- 
tion, Langlais; Paraphrase on Sine Nomine, 


Guinaldo. _eeigueesd 


David Ramsey, Anderson, Ind. — First 
United Methodist Jan. 18: Toccata in F, Be- 
fore Thy Throne I Now Appear, Come, Chris- 
tian Folk, Sanctify Us Through Thy Good- 
ness, Cantata 22, Bach; Andante Con Moto, 
Sonata 5, Mendelssohn; Adagio, Symphony 6, 
Widor; Chorale in E major, Franck; Reverie, 
Vierne; Lord Jesus Walking on the Sea, Wein- 


berger; Unto Us a Child Is Born, Wihla 
Hutson. 
Alvin Gustin, Alexandria, Va, — Lutheran 


Church of the Reformation, Washington D.C. 
Jan. 18: Magnificat Primi Toni, Buxtehude; 
Weinachten 1914, Reger; Noél with Four Var- 
iations, Balbastre; Partita on How brightly 
shines the morningstar, Koetsier (with Vir- 
ginia Gifford, English horn); Alleluyas, Pres- 
ton. Lois Brunn Frank, soprano, shared the 
program. 


Wallace M. Coursen, Jr., Glen Ridge, N.Y. 
— Christ Episcopal Church Jan. 25: Fantasie 
in G major, Wir glauben all’, Nun freut euch, 
Bach; Es ist ein Ros’, Brahms; Brother James 
Air, Greensleeves, Berceuse, Wright; In dulci 
jubilo; Partita on O Christ, hie merk, Schroe- 
der; The Star Proclaims the King is Here, 
Peeters; Three parts, L’Organiste, Franck; 
Carillon de Westminster. 


Charles N. Henderson, New York City — 
First Presbyterian Church, Wilkes-Barre, Pa. 
Jan. 19: Prelude, Largo and Fugue in C ma- 
jor, Bach; Revelations, Pinkham; Three Noéls, 
Daquin; Brother James’s Air, Greensleeves, 
Wright; Cantabile, Symphony 8, Widor; Chor- 
ale in A minor, Franck, 


Hugh Allen Wilson, Schenectady, N.Y. — 
Union College March 8: Aria detto Balletto, 
Frescobaldi; Herr Christ der einig’ Gottes 
Sohn, Vater unser, Prelude and Fugue in 
G minor, Buxtehude; Concerto 11, Handel; Les 
Anges, Jesus accepte la Souffrance, Les Mages, 
D‘eu parmi Nous, Messiaen. 





Robert Baker, New York City — First 
Presbyterian Church, Atlanta, Ga. Jan. 6: 
Toccata and Fugue in G minor, From God 
Shall Naught Divide Me, A Mighty Fortress, 
Come Now Saviour of the Gentiles, Fantasie 
in G major, Bach; Sonata 2, Mendelssohn; 
Fantasia on Panis Angelicus, Goodman; Pre- 
lude and Trumpeting, Pastorale and Aviary, 
Roberts; Prelude for Rosh-Hashonah, Berlin- 
ski; Finale in B flat, Franck. 


Tom Vernon Ritchie, Macon, Mo. — First 
Christian Church Jan. 15: Toccata in E minor, 
Good News from heaven, Pachelbel; I Call to 
Thee, Wake, Awake, Bach; Concerto in G, 
Soler; O God Thou Faithful God, Deck Thy- 
self, Brahms; Sonata 7 for organ and strings; 
Sonatas K 224, 225, Mozart for organ and 
strings. 


Heinz Arnold, Columbia, Mo. — Prelude and 
Fugue in G major; Lord Salisbury’s Pavan, 
Byrd; Sleepers, Wake, Creator of the Stars of 
Night, All Glory, Laud and Honor, The 
Strife is O’er, Bratt; Fantasie and Fugue on 
B-A-C-H, Reger; Aria, Scherzo, Suite, Samuel 
Walter; Majesty of Christ, Serene Alleluias, 
Outburst of Joy, Messiaen. 


Students of Walter A. Ejichinger, Seattle, 
Wash, — University Methodist Temple Feb. 
8: Prelude and Fugue in B minor, Bach; Pas- 
torale, Franck — Gregory Vancil. Symphonie 
2, Vierne; Ave Maria, Ave Maris Stella, Lang- 
lais — Rebecca S. Clark. Sonata 3, Mendels- 
sohn; Chorale in A minor, Franck — Kather- 
ine Vennema. 


Richard Alexander, New York City — Yale 
U masters recital, Woolsey Hall, New Haven, 
Conn. Jan. 7: Grand Piéce Symphonique, 
Franck; Litanies, Alain; Le Banquet Céleste, 
Messiaen; Choral Varié on Veni Creator, Du- 
ruflé. 


Donna Sue Patterson, Dallas, Tex. — SMU 
junior recital, student of Robert Anderson 
Feb. 3: Prelude and Fugue in C major, Bohm; 
Combat de la mort et de la vie, Messiaen; 
Canon Variations on Vom Himmel hoch, Bach. 


Keith McNabb, Conway, Ark. — Second 
Baptist Church, Little Rock Dec. 5: Toccata, 
Adagio and Fugue in C, Bach; Greensleeves, 
Wright; La Nativité, Langlais; Improvisation 
on In dulci jubilo, Karg-Elert. 





JAMES G. FRANCIS 


S.M.M. 
Organist-Choirmaster 
Collingwood Presbyterian Church 
Collingwood Temple 
TOLEDO, OHIO 










NORBERTO 


GUINALDO 


DAVID S. HARRIS 


Church of Our Saviour 


Akron, Ohio 
Organ 





LAYTEN HECKMAN 


The Church of St. Stephen the Martyr 


Minneapolis Minnesota 





DAVID 


HEWLETT 


103 Main, Townsend, Mass. 
Christ Church N.E. Conservatory 
Fitchburg, Mass. N. Shore School 






BERNARD HUNTER 
UNIVERSITY ORGANIST 








NASHVILLE 
FISK UNIVERSITY 





MARCH, 1970 





RICHARD GRANT 


MEMORIAL METHODIST CHURCH 
WHITE PLAINS, N.Y. 








E. LYLE HAGERT 


Stephens College 






Columbia, Missouri 65203 


WILL O. HEADLEE 
Xo} = (0X0) Be) V0.0 (0 
SYRACUSE UNIVERSITY 
SYRACUSE, YORK 13210 


WILBUR HELD 


S.M.D., F.A.G.O. 
Ohio State University 
Trinity Church 
COLUMBUS, OHIO 


NEW 





Harry H. Huber 


M. Mus. 
Kansas Wesleyan University 
University Methodist Church 
SALINA, KANSAS 














JOHN HUSTON 


FIRST PRESBYTERIAN CHURCH 


TEMPLE EMANU-EL 
New York City 


Clair A. Johannsen 


Trinity Lutheran 


Hagerstown, Maryland 


GEORGE E. KLUMP 
DIVISION OF THE ARTS 


Da.LLas Baptist COLLEGE 
Datuas, Texas 75211 


Artur P, [Lawrence 


Doc. Mus. Arts, A.A.G.O., Ch.M. 
Saint Mary’s College and 
The University of Notre Dame 
Notre Dame, Indiana 46556 


William MacGowan 


All Saints Church 


Pasadena, California 








d. deane 


hutchison 


first congregational church 
portland, oregon 


HOWARD KELSEY 


Washington University 
Saint Louis, Mo. 63105 





E. Robert Kursinski 


St. James’, Wilshire 


Los Angeles 





RICHARD W. LITTERST 


M.S. M. 
SECOND CONGREGATIONAL CHURCH 
Rockford, Illinois 





CLARENCE MADER 


537-C Via Estrada 
Laguna Hills, California 92653 





william whitehead 


2344 center street, bethlehem, pennsylvania 








John Obetz, Independence, Mo. — King 
Chapel, Cornell College, Mount Vernon, Iowa 
Jan. 20; Memorial Presbyterian Church, Mid- 
‘land, Mich. Jan. 23; Andrews University, Ber- 
rien Springs, Mich. Jan. 27: Litanies, Alain; 
Vision of the Church Eternal, Messiaen; Tierce 
en Taille, DuMage; Dialogue, Dandrieu; 
Chorale in A minor, Franck; Variations on 
America, Ives; Prelude and Fugue in E minor, 
Buxtehude; Four Organ Psalms, Zimmermann, 


Edward Hansen, Seattle, Wash. — Plymouth 
Congregational Church Jan. 25: Prelude and 
Fugue in C (9/8), The old year has passed 
away, Lord God, now open wide thy heaven, 
©) Lamb of God, Bach; Prelude and Fugue in 
.3 minor, Buxtehude; Canzona, John Verrall, 
Passacaglia on When Jesus Wept, Alma On- 
cley; Andante, calmo ma con fantasia, Sontata 
1, McKay; Music for Organ and Brass, 
Michael Young. 


George Baker III, Dallas, Tex. — First 
Methodist Church, Fort Worth Jan. 12, Tem- 
pie Emanu-El, Dallas, Jan. 19, Trinity Epis- 
copal Church, Tulsa, Okla. Jan. 25: Prelude 
and Fugue in C major (9/8), Nun freut euch, 
Bach; Suite, opus 5, Duruflé; Prelude and 
Fugue in E minor, Bruhns; Partite diversi di 
Follia, Pasquini; Fantasy for Flute Stops, 
Sowerby; Introduction and Passacaglia in F 
minor, Reger. 


Sandra Soderlund, San Francisco, Calif. — 
Temple Hill, Oakland March 1: Prelude and 
Fugue in C minor, Buxtehude; O Welt, Herz- 
lich tut mich verlangen, Herzlich tut mich 
erfreuen, Brahms; Prelude and Fugue in G 
major, Bach; Sonata 2, Hindemith; Pieces foi 
Flute Clock, Haydn; O Sacred Head, Pange 
Lingua, Chorale and Fugue on Lasst uns er- 
freuen, Bielawa. 


Charles Walker, Toronto, Ont. — St. Paul's 
Church Jan. 18: Two Organ Sonatas, Scarlatti; 
Toccata, Canzon dopo la Pistola, Recercas 
dopo il Credo, Fiori Musicali, Frescobaldi; 
Canzona, Gabrieli; Toccata, All’ Offertorio, 
All’ Elevazione, Al Post Comunio, Sonata 
d’Intavolatura, Zipoli. 


Frederick Burgomaster, Buffalo, N.Y. — St. 
Paul’s Cathedral Feb. 6: Prelude and Fugue 
on a Theme of Vittoria, Britten; Toccata per 
VElevazione, Frescobaldi; Rhosymedre, Vaughan 
Williams; Fugue in E flat (St. Anne), Bach. 


Donald R. M. Paterson, Ithaca, N.Y. — St. 
Thomas Church, New York City Jan. 21: Plein 
Jeu, Suite du Premier Ton. Guilain; Fugue 12, 
Roberday; Tierce en Taille, Gigault; Basse de 
Trompette, Marchand; Plein Jeu, Trio, Clér- 
ambault; Dialogue, Benedictus, Raison; Pre- 
lude: 4 Cing Parties, Dessus de Tierce sur de 
Cromhorne, Juillien; Offertoire sur les grands 
jeux, Cromhorn sur la Taille, F. Couperin; 
Noél: Ou s’en vont des gays Bergers, Lebégue; 
Allein Gott in der Héh, Fantasie in G major, 
Bach. 


Wolfgang Riibsam, Dallas, Tex. — graduate 
recital, SMU _ student of Robert Anderson 
Jan. 25: Offertoire, Messe pour les Paroisses, 
F. Couperin; Cromorne en taille, Grigny; Trio 
Sonata 2 in C minor, Bach; Concerto in D 
minor, Vivaldi-Bach; Serene Alleluias, Mes- 
siaen; Intermezzo, Alain; Prelude Fugue on 
A-L-A-I-N, Duruflé; Chorale in E major, 
Franck. 


Lloyd Holzgraf, Los Angeles, Calif. — First 
Congregational Church Feb. 2: Toccata and 
Fugue in F, Buxtehude; Partita on Was Gott 
tut, Pachelbel; Benedictus, F. Couperin; Pre- 
lude and Fugue in E flat, Bach; L’ange a la 
Trompette, Charpentier; In dulci jubilo, How 
Brightly Shines the Morning Star, Drischner; 
Meditation a Sainte Clotilde, James; Allegro, 
Symphony 4, Widor. 


Sister Donna Fredericksen, Milwaukee, Wis. 
— Northwestern U graduate recital, student of 
Karel Paukert, Alice Millar Chapel, Evanston 
Jan. 20: Partita on Ah! What Shall the Sinner 
Do, Pachelbel; Voluntary 1 in E minor, Wa- 
fond; Toccata and Fugue in D minor (Dorian), 
Bach; Song of Peace, Incantation for a Holy 
Day, Langlais. ; 


George Edward Damp, Spokane, Wash. — 
St. John’s Cathedral Jan. 25: Chaconne in 
G minor, Couperin; Benedictus, Parish Mass, 
F. Couperin; Veni Creator, Grigny; Litanies, 
Alain; Ave Maria, Ave Maris Stella, Lang- 
lais; Aria, Symphony 6, Vierne; Chorale in 
A minor, Franck. 


James McGregor, Newark, N.J. — St. Paul’s 
Chapel, Trinity Parish, New York City Jan. 
28: Toccata in C major, Froberger; Andante 
KV 616, Mozart; Noél sur les jeux d’anches 
sans tremblant, Daquin; Fantaisie 2, Alain; 
Fantasie and Fugue in A minor, Bach. 


Robert Anderson, Dallas, Tex. — Caruth 
auditorium, SMU Feb. 1: Prelude and Fugue 
in G major, Bach; Reliéf for Organ and Four 
Electronic Sound Tracks, Ton Bruynél; Trois 
Danses, Alain; Introduction, Variations and 
Fugue on an Original Theme, Reger. 


C. Wesley Anderson, Minneapolis, Minn. — 
St. John’s Episcopal Church, St. Paul Jan. 
?, all-Scandanavian: Prelude, Fugue and Cha- 
conne in C, Buxtehude; Jesus, Frelser, Vi Er 
Her, Den Store Hvite Flok, arr. Egil Hovland; 
Jeg Er Sa Glad Hver Julekveld, arr. Ludwig 
Nielson; Tryggare Kan Ingen Vare, arr. Ho- 
kanson; Toccata, Nystedt; Maestoso, Partita, 
Sulo Salonen; Preludi (Bachin pieneen G Mol- 
li Fuugaan), Lauri Hiamilainen; Pastorale, 
Arvi Kavonen; Toccata, Erkki Salmenhaara; 
Finlandia, Siebelius. Shirley Kartarik, sopra- 
no, shared the program. 


Robert V. Koehler, Tampa, Fla. — Inter- 
bay United Methodist, Tampa, Fla. Jan. 26: 
A Mighty Fortress, Pachelbel; Erbarm dich 
mein, Herr Jesu Christ, dich zu uns wend, 
Ich ruf zu dir, Prelude and Fugue in D minor, 
Bach; Deck Thyself, My Heart is Filled with 
Longing, Brahms, Schénster Herr Jesu, Schroe- 
der; Prelude on Father, We Thank Thee, 
Peek; Praise to the Lord, the Almighty, Manz. 


Cyril Mossop, Calgary, Alta. — Redeemer 
Cathedral Dec. 2: Chaconne, L. Couperin; 
Flute Solo, Arne; Tiento Ileno por B cuadrado, 
Cabanilles; Two pieces for Flute Clock, 
Haydn; Noél, Grand Jeu et Duo, Daquin; 
Christmas Pastorale, Valentini; Catalana, 
Guinaldo; Greensleeves, Purvis; Noél Suisse, 
Daquin. 


Thomas Brantigan, Baltimore, Md. — North- 
western U senior recial, student of Karel 
Paukert, Alice Millar Chapel, Evanston Jan. 
20: Sonata 6, Mendelssohn; Wir glauben, Pre- 
lude and Fugue in E flat major, Bach; Chor- 
ale-Improvisation on Victimae Paschali, Tour- 
nemire; Le Jardin suspendu, Alain; Postlu- 
dium, Glagolitic Mass, Janacek. 


William R. Leonard, El Monte, Calif. — 
Chapel of St. Simon and St. Jude, Alhambra, 
Calif. Jan. 13: Rigaudon, Campra; In dulci 
jubilo, Bach; Now thank we all our God, 
Leonard; Jesu joy of man’s desiring, Bach; 
Greensleeves, Layton; Variations on a Noél, 
Daquin. 


Programs of Organ Recitals of the Month 


Richard Peek, Charlotte, N.C. — Unitarian 
Church Feb. 1: Grand Jeu, Récit, Basse de 
Trompette, DuMage; Prelude and Fugue in 
D major, Bach; Flétenuhr, Haydn; Prelude 
3 in D minor, Mendelssohn; Schmiicke dich, 
Brahms; Sketch in F minor, Schumann; Gigue, 


Peek; Desseins eternals, Dieu parmi nous, 
Messiaen. 
Karen Allen, Nashville, Tenn. — St. 


George’s Episcopal Church Feb. 1: Dialogue 
sur les grands jeux, Convent Mass, F. Couper- 
in; Drie Geestelijke Liederen, Henk Badings 
(with Mary Jane Rogers, alto, Dewayne Pigg, 
oboe); Shepherds Came, their Praises Bringing, 
O Dearest Jesu, Walcha; Litanies, Alain; Five 
Pieces, Schroeder (with Stephanie Woolf, vio- 
lin); Prelude 3, Milhaud; Prelude 1, Bloch; 
Andante, Henri Zagwijn (with Diane Harriss, 
flute); Passacaglia and Fugue in C minor, 
Bach. 


Lester W. Berenbroick, Madison, N.J. — 
St. Mary’s Abbey-Delbarton, Morristown, N.J. 
Jan. 18: Grand Jeu, DuMage; Toccata per 
VElevazione, Frescobaldi; Wie schén leuchtet, 
Buxtehude; Voluntary in C, Purcell; Basse et 
Dessus de Trompette, Clérambault; Prelude 
and Fugue in E flat, Bach; Baroque Suite, 
ag Pasticcio, Langlais; Toccata, Monniken- 
am. 


Marilyn Keiser, New York City — West- 
minster Presbyterian Church, Lincoln, Neb. 
Jan. 11: Prelude and Fugue in C minor, 
Mendelssohn; Andante in F major K 616, Mo- 
zart; Concerto 2, Handel; Fantasie and Fugue 
in G minor, Bach; The Burning Bush, Ber- 
linski; Nativity Suite, Wyton; Allegro Vivace, 
Finale, Vierne. 


Kenneth Axelson, Pittsburgh, Pa. — Mount 
Lebanon Presbyterian Church Jan. 25: Triple 
Kyrie, O Whither Shall I Flee, He Who 
Would Suffer God to Guide Him, Toccata 
and Fugue in D minor (Dorian), Bach; Suite 
for a Musical Clock, Handel; Chorale in E 
major, Franck; Allegro Vivace, Finale, Sym- 
phony 1, Vierne. 


Eleanor H. Taylor, Hartford, Conn. — Christ 
Church Cathedral Feb. 11: Fugue in D, Bach; 
Settings of Passion Chorale, Pachelbel, Bach, 
Peeters, Brahms, Langlais; Canzona in D mi- 
nor, Bach. 
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Programs of Organ Recitals of the Month 


Klaus Kratzenstein, Houston, Tex. — Rice 
U Chapel Feb. 6: Toccata in A, Bergamasca, 
Frescobaldi; Toccata 2, Froberger; Ricercar 
in F, Fugue in C, Krieger; Toccata in C, 
Cernohorsky; Partita on Ach, was soll ich 
siinder machen, Pedal Exercitium, Aria in F, 
Prelude and Fugue in F minor, Bach. 


Jack Abrahamse, Peterborough, Oct. — 
George Street United Church Nov. 23: Partita 
over Psalm 105, Cor Kee; Concerto 1 in G, 


Ernst-Bach; Fantasie in Eco, Movendo un 
Registro, Banchieri; Prelude, Orbis Factor 
Mass, Langlais. Mr. Abraamse played a 


piano group and Charles Dorrington, bass- 
baritone was assisting artist. Nov. 30: Jesu, 
Joy of Man’s Desiring, Bach-Jacques; Organ 
Concertos 5, 6, Handel. A chamber orchestra 
and Margaret Marris, contralto, shared the 
program. 


Roger M. Hatlestad, Iowa City, Iowa — 
University of Iowa doctoral recital Gloria Dei 
Church Jan. 16: Ricercar Arioso 1, Gabrieli; 
Mein junges Leben, Sweelinck; Plein Jeu, 
Fugue, Basse de Trompette, Grand Jeu, Du- 
Mage; Fantasie and Fugue in G minor, Bach; 
Seven Pieces, Dreissig Spielstiicke, Distler; 
Introduction and Passacaglia in D_ minor, 
Reger. 


Roger Roszell, Chicago, Ill. — St. Peter’s 
United Church Feb. 8: Fugue in A minor, 
Cernohorsky; Voluntary in D, Boyce; When 
in the Hour of Utmost Need, Prelude and 
Fugue in E flat, Bach; Benedictus, Reger; 
Rhosymedre, Vaughan Williams; Fanfare on 
Azmon, Goode; Contemplation on Tallis’ 
Canon, Purvis; Toccata, Symphony 5, Widor. 


Mrs. Lawrence Birdsong, Longview, Tex. — 
Fiftieth anniversary recital First Baptist 
Church Jan. 25: Rigaudon, Campra; Andante 
Cantabile, Violin Sonata 3, Bach; Fountain 
Reverie, Fletcher; Noél with Variations, Be- 
dell; Solemn Melody, Davies; When Even 
Shadows Gather, Stoughton; Puer Natus Est, 
Titcomb. 


David E. Clark, Chicago — St. Peter’s 
Church, Elmhurst, Ill. Feb. 8: Voluntary in 
G, Greene; Chorale Preludes, Fantasie and 
Fugue in G minor, Bach; Lamento, Dupré; 
Baroques, Bingham; Fantasie in F minor, 
Mozart. 


Peter Hurford, St. Albans, England — Na- 
tional Shrine, Washington, D.C. Jan. 23: Dia- 
logue, Hurford; Toccata, Kropfreiter; Waria- 
tions, Litanies, Alain; Prelude, Fugue and 
Variation, Franck; Sonata 4, Sei gegriisset 
Partita, Prelude and Fugue in G major, Bach. 


Rollin Smith, Brooklyn, N.Y. — Brooklyn 
Museum Jan. 4: Fantaisie Héroique, Meale; 
Sedenade, Schubert; L’Arlesienne Suite, Bizet; 
Carmen Paraphrase, Bizet-Lemare. Jan. II: 
Sonata 3, Borowsky; In a Monastery Garden, 
Ketelbey; Ancient Phoenician Procession, 
Stoughton; In Paradisum, Dubois; Italian 
Rhapsody, Yon. Dec. 28: Finlandia, Sibelius; 
Noél Suisse, Daquin; Fantasia quasi una Son- 
ata for pedals alone, Iasillo (first perfor- 
mance); In dulci jubilo, (two settings) In 
Thee is gladness, Bach; Sonata 2, Borowski; 
Prelude to Act 1, Elsa enters the Cathedral, 
Prelude to Act 3, Lohengrin, Wagner. 


David Britton, Los Angeles, Calif. — Occi- 
dental College Dec. 2: Prelude and Trumpet- 
ings, Roberts; La Vierge et Il’Enfant, Messiaen; 
Josef est bien marié, Balbastre; Noél pour 
Vamour de Marie, LeBégue; Chorale, Sym- 
phony 2, Vierne; Prelude and Fugue in A 
minor, Bach; Puer natus est, Ecce panis Ange- 
lorum, Ahrens; Partita on Nun komm der 
Heiden Heiland, Distler. 


Hedley E. Yost, Morristown, N.J. — First 
United Methodist Church, Somerville Jan. 18: 
Union Lutheran Church, York, Pa. Jan. 25: 
Prelude, Fugue and Chaconne, Buxtehude; 
Herr Jesu Christ, dich zu uns wend (two set- 
tings), Bach; Chorale in E major, Franck; 
Concerto 6 in B flat, Handel; Choral Dorien, 
Alain; Prelude and Fugue on B-A-C-H, Liszt. 


Paul Emmons, Appleton, Wis. — Lawrence 
U senior recital Jan. 12: Prelude in D minor, 
Pachelbel; Toccata and Fugue in F, Bach; 
Fast and Sinister, Symphony, Sowerby; Tiento 
de quanto tono a modo de Cancion, Arranjo; 
Offertoire, Sortie, Messe de la Pentecéte, 
Messiaen. 


Carol Ann Bradley, Springield, Ill, — First 
Methodist Church Feb. 1: Suite Medievale, 
Langlais; Herzlich thut mich _ verlangen, 
Brahms; Toccata, Adagio and Fugue in C ma- 
jor, Bach; Chorale in B minor, Franck; Finale, 
Symphony 1, Vierne. 


Larry King, New York City — Trinity 
Church Feb. 5: Essay, Mader; Sketch in D 
flat, Schumann; Psalm Prelude 2, Howells; 
Fantasie and Fugue in G minor, Bach. Feb. 
19: Offertoire, Messe Solennelle, F. Couperin; 
Fantasie in A, Franck; Tu es Petra, Mulet. 


August Maekelberghe, Detroit, Mich. — St. 
John’s Episcopal Church Feb. 20: Toccata in 
D minor, Reger; Symphony 2 in D major, 
Widor. Feb. 27: Concerto 1 in G, Ernst-Bach; 
Theme and Variations, Mozart; Sonata in D 
minor, Scarlatti; Pastorale, Vierne; Prelude 
and Fugue on B-A-C-H, Liszt. March 6: Son- 
ata 1, Mendelssohn; Suite for a Musical Clock, 
Haydn; Introduction and Fugue, Sonata on 
Psalm 94, Rebuke. March 13: Concerto 10 in 
D minor, Handel; From God I Will not Turn, 
Buxtehude; Toccata, Melody in Blue and 
Fugue, Maekelberghe. March 20: Chorale in 
A minor, Franck; Offertoire in B minor, Du- 
bois; Sonata in D minor, Guilmant. 


Robert Gant, Conway, Ark. — Arkansas 
College faculty recital, First Methodist Church 
Feb. 3: Prelude and Fugue on B-A-C-H, Liszt; 
Noél, Grand Jeu et Duo, Daquin; Fantasie 
and Fugue in G minor, Bach; Fantasie in F 
minor K 608, Mozart; O Welt, ich miiss dich 
lassen, Es ist ein Ros’, Brahms; Impromptu, 
Vierne; Dieu parmi nous, Messiaen. 


Mary E. Orth, Sequin, Tex. — Rice Univer- 
sity chapel, Houston Jan. 25: Prelude and 
Fugue in CG major, Béhm; Aria, Loeillet; 
Sonata 6, Mendelssohn; Chromatic Study on 
B-A-C-H, Piston; Sonata 1, Passacaglia and 
Fugue in C minor, Bach. 


Joyce Kofron, Cedar Rapids, Iowa — Coe 
College auditorium May 17: Toccata in E 
minor, Pachelbel; Nun freut euch, Fantasie 
and Fugue in G minor, Bach; Piéce Héroique, 
Franck; Pastorale, Milhaud; Epilogue, Lang- 
lais; Finale, Symphonie 1, Vierne. 


Donald L. Books, New Haven, Conn. — 
Christ Church Cathedral, Hartford Feb. 18: 
Concerto in A minor, Vivaldi-Bach; O Sorrow 
Deep, Brahms; Prelude and Fugue in C ma- 
jor, Bach. 


John Searchfield, Calgary, Alta. — Re- 
deemer Cathedral Dec. 9: Wachet auf, Bach; 
Fantasie Sonata, Rheinberger. 





Squire Haskin, Buffalo, N.Y. — St. Paul’s 
Cathedral Jan. 25: Voluntary in A minor, 
Stanley; Partita on Sei gegriisset, Bach. 


Charles John Stark, Ames, Iowa — Salem 
Lutheran Church Jan. 4: Good Christian Men 
Rejoice, Rejoice Now Christian Souls, Jesu 
Joy of Man’s Desiring, Toccata and Fugue in 
D minor, Bach; How Brightly Shines the 
Morning Star, Pachelbel; O Come, O Come, 
Emmanuel, Cassler; The Happy Christmas 
Comes Once More, Nystedt; Silent Night, 
Barber; Pastorale, arr, Clokey; What Child 
is This, Purvis; From Heaven on High, Ed- 
mundson; What Star is This, Purvis; Gesu 
Bambino, Yon; March of the Magi, Edmund- 
son; Noél, Daquin; Now Thank We All Our 
God, Bach; Behold a Host Arrayed in White, 
Eivind Alnaes; Flute Solo, Arne; Children of 
the Heavenly Father, Elmore; Toccata, Sym- 
phony 5, Widor. 


David Hinshaw, El Paso, Tex. — Immanuel 
Lutheran Church, Santa Clara, Calif. Feb. 1: 
Batalla Imperial, Cabanilles; Dic Nobis, Maria, 
Cabezén; Two Anonymous Piezas de Clarines; 
Three Sonatas, Soler; Misa a Tres, Gomez; 
Inspiracién, Estrada; Final, Sonata de Navi- 
dad, Jimenez; Desolacién, Vega Numez; Scher- 
zino, Noble; En un Templo Churrigueresco, 
Cortés; Toccata, Villancico y Fuga, Ginastera. 


Clark Terrell, Arkadelphia, Ark. — Second 
Baptist, Little Rock Dec. 19: Fantasie and 
Fugue in G minor, Nun komm, der Heiden 
Heiland, Wachet auf, Bach; Wiehnachten 1914, 
Reger; Noél, Mulet; Toccata in B minor, 
Gigout. 


John Barry, Long Beach, Calif. — St. Paul’s 
Cathedral, Los Angeles Feb. 27: Fugue a la 
Gigue, Bach; Concerto 5 in F, Handel; Prel- 
ude and Fugue in E flat, Bach; Grand Choeur 
Dialogue, Gigout. 


Rosalind Mohnsen, Le Mars, Iowa — Dordt 
College, Sioux Center, Iowa Feb. 3: All Bach 
lecture: Fantasia and Fugue in G minor, Das 
alte Jahr vergangen ist, Nun komm der Heiden 
Heiland, Sonata 5. 


James Patton, West Hartford, Conn. — 
Trinity Church, New York City, Feb. 26: Six 
Schiibler Chorales, Sonata 6 in G, Bach. 
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Organ Recitals of the Month — 





Allan Birney, Bethlehem, Pa. — All-Bach 
series, General Theological Seminary, New 
York City Dec. 16: Pastorale; Vom Himmel 
kam der Engel Schaar; In dulci jubilo (two 
settings); Jesu, meine Freude, Wir Christen- 
leut’; Fantasie and Fugue in C minor; Vom 
Himmel hoch; Wachet auf; Gelobet seist du 
(two settings); Christum wir sollen loben 
(two settings); Lobt Gott, ihr Christen, all- 
zugleich; Helft mir Gottes Giite preisen; Nun 
komm, der Heiden Heiland (two settings); 
Toccata in C, Jan. 6: Toccata in D minor; 
Allein Gott in der Hoh’ sei Ehr (three set- 
tings); Concerto 4 in C, Gottes Sohn ist kom- 
men; Vom Himmel hoch; Vom Himmel kam 
der Engel Schaar; Partita on O Gott, du 
frommer Gott; Trio Sonata 5; Das alte Jahr; 
In dir ist Freude; Mir Friede’ und Freud’; 
Herr Gott, nun schleuss den Hemmel auf; 
Prelude and Fugue in C. Jan. 27: Prelude in 
E flat; Triple Kyrie (two settings); Allein 
Gott in der Hoéh (three settings); Dies sind 
die heil’gen zehn Gebot (two settings); Wir 
glauben all’ an einen Gott (two settings); 
Vater unser (two settings); Christ unser Herr 
zum Jordan kam (two settings); aus -tiefer 
Noth (two settings); Jesus Christus unser 
Heiland (two settings); Fugue in E flat. Feb. 
17: Prelude and Fugue in A; Partita on Sei 
gegriisset; Trio Sonata 6; O Lamm Gottes, 
unschuldig; Christus, der uns selig macht; 
Christe, du Lamm Gottes; Fugue in C minor; 
Wenn wir in héchsten Noten sein; Toccata 
and Fugue in G. 


Lloyd Cast, Albany, N.Y. — All Saints 
Cathedral Feb. 22: Variations on My young 
life, Sweelinck; Chorale in E major, Franck; 
Prelude and Fugue on a Theme of Vittoria, 
Britten. 


Frank K. Owen, Los Angeles, Calif. — St. 
Paul’s Cathedral Feb. 20: Concerto 2 in B 
flat, Handel; Suite In Praise of Merbecke, 
Wyton. 


Calvin Hampton, New York City — Calvary 
Church, Jan. 4, 11, 18, 25: Refractions, Hamp- 
ton; Choate School, Wallingford, Conn. Jan. 
19: La Nativité, Messiaen. 


Dennis Michno, New York City — Trinity 
Church Feb. 12: Andante fiir eine Walze, Mo- 
zart; Elegy, John McCabe; Suite du Premier 
Ton, Clérambault. 


Recital programs for inclusion in these 
pages must reach THE DIAPASON within 


six weeks of performance date. 





John Upham, New York City — St. Paul’s 

Chapel, Trinity Parish Jan. 7: Concerto in D 
minor after Torelli, Partita on Lobt Got, 
Walther; Lobt Gott, Wie schén leuchtet, In 
dulci jubilo, Prelude and Fugue in G minor, 
Buxtehude. Jan. 14: Fantasie, Variations on 
Puer nobis nascitur, Sweelinck; Wir Christen- 
leut, In dich hab’ ich gehoffet, Vom Himmel 
hoch, Heut’ fanget an das neue Jahr, Allein 
Gott in cer Héh’, Kauffmann; A solis ortus 
cardine, Grigny. Jan. 21 all Bach: Pastorale, 
Concerto in G major, Canonic variations on 
Vom Himmel hoch. 
Feb. 4: Fugue in D major, Voluntary in G 
minor, Handel; Four Chorale Preludes, Oley; 
Variations in D minor, Fantasie and Fugue in 
C minor, C.P.E. Bach. Feb. 18: Ciacona in E 
minor, Erhalt uns Herr bei deinem Wort (two 
settings), Gott der Vater wohn uns bei, Prel- 
ude and Fugue in D minor, Buxtehude; Three 
Fugues on B-A-C-H, Schumann. Feb. 25: All 
Bach: Prelude in E flat major; Kyrie, Gott 
Vater (two settings), Christe, aller Welt Trost 
(two settings); Kyrie, Gott heiliger Geist (two 
settings). 


Richard Alexander, New York City — Christ 
Church Cathedral, Hartford, Conn. Feb. 25: 
Ciacona in E minor, Buxtehude; Cantabile, 
Symphony 2, Vierne; Prelude and Fugue on 
B-A-C-H, Liszt. 


Pamela Palmer, Albany, N.Y. — All Saints 
Cathedral Feb. 15: Impromptu, Vierne; Modal 


Piece 1, Langlais; Poco Vivace, Schroeder; 
Variations on Victimae Paschali Laudes, 
Ropek. 

Christopher Kane, Lodi, Calif. — First 


United Methodist Jan. 25: Cortége et Litanie, 
Dupré; Prelude and Fugue in B minor, Bach; 
Variations on Est-ce Mars, Sweelinck; Fugue 
on B-A-C-H, Schumann; Tu es petra, Mulet. 


Wallace M. Dunn, Hillsboro, Kans. — First 
Presbyterian Church, Wichita Feb. 17: Clav- 
ieriibung Part 3 with large-scale chorales, 
Bach. 
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H. Winthrop Martin has become organist 
and choirmaster of the First English Lutheran 
Church, Syracuse, N.Y., which church cele- 
brated its 90th anniversary last October 
and November. Mr. Martin was last season 
at St. Luke’s Episcopal Church, Cami.lus, 
N.Y. and for 13 years at St. Paul’s Church, 
Syracuse. He holds MusB from Boston Uni- 
versity, MSM from Union Seminary and the 
AAGO and ChM., 

He has served as president of the New 
England Choir Directors’ Guild and of the 
Central New York Association of Music 
Teachers. He is vice-president of Pro-Art 
auxiliary of Civic Morning Musicals of 
Syracuse. 


Mrs. J. H. Scott, organist at Salem Luth- 
eran Church, Chandlersville, Il. was hon- 
ored at a special service Dec. 14 at the 
completion of 55 years of service there. She 
received a Bible during the service from the 
chairman of the congregation. At noon the 
congregational assembled in the parish hall 
tor a fellowship dinner in her honor. 





Robert Parkins has been appointed as- 
sociate organist and choirmaster to Gerre 
Hancock at Christ Church, Cincinnati. He is 
a senior student of Mr. Hancock at the Col- 
lege-Conservatory of Music of the University 
of Cincinnati. Previous study was with James 
Good, Southern Baptist Seminary, Louisville, 
Ky. 


MARCH, 1970 








New Books 


Paul G. Bunjes, The Praetorius Organ. St. 
Louis: Concordia, 1966; xxx, 1024 pp., 105 
plates, $35.00. 


Edmondstoune Duncan, The Story of the 
Carol. (originally published, New York: Char- 


les Scribner’s Sons: 1911) Detroit; Singing 
Tree Press, 1968; xi, 253 pp., $8.50. 
Roland Killinger, Zungenstimmen (Reed 


Pipes). 7141 Beihingen/Neckar, West Germany, 
1969; no pagination, $6.00 plus postage. 


J. A. Westrup, Bach Cantatas. Seattle: Uni- 
versity of Washington Press, 1969; 60 pp., 
$ .95. (BBC Music Guides, No. 3) 


C. F. Abdy Williams, The Story of Organ 
Music. (originally published, New York: 
Charles Scribner’s Sons: 1905) Detroit: Sing- 
ing Tree Press, 1968; xiv, 298 pp., $8.50. 


The publication of Dr. Bunjes’ dis- 
sertation will be of absorbing interest to 
everyone who has followed the develop- 
ments of the Orgelbewegung. Using 
Praetorius as a focal point, this study 
treats the subject of the early Baroque 
organ in exhaustive detail. The many 
charts and plates, all presented with 
painstaking care, are especially helpful. 
Finally, Concordia is to be commended 
for the excellent reproduction process 
and high quality paper. 

The business of reprinting, entirely 
justified in the case of The Praetorius 
Organ, seems to us to have little ration- 
ale when applied to items such as The 
Story of the Carol and The Story of 
Organ Music. Both books are ludicrously 
out of date. They are not yet old 
enough to be unobtainable. The only 
positive aspect we find here is the at- 
tractive printing and binding. 

Herr Killinger’s book on Reed Pipes 
is in essence a catalogue for the com- 
pany of which he is head, but much 
general information is also provided. 
The cover is of the “ring-binder” vari- 
ety. Paper, illustrations, charts, etc. are 
all of first-rate quality. It is fascinating 
to compare the various scalings for 
Trompeten, Posaunen, and the rest. 


We were pleasantly surprised to learn 
of the BBC Music Guide series, origin- 
ally published in 1966. Each book is an 
attractively slim paperback, designed 
(as the jacket blurb aptly mentions) for 
“listeners, performers, and students” — 
a rather comprehensive designation! Pro- 
fessor Westrup’s discussion follows his 
usual lucid style; there are copious 
music examples, Some of the other titles 
in this series are: Haydn Symphonies 
(H.C. Robbins Landon). Mozart Cham- 
ber Music (A. Hyatt King), Schubert 
Songs (Maurice J. E. Brown), and Ber- 
lioz Orchestral Music (Hugh Mac- 


donald). — WV 
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Church in Westchester | 
Town Installs Allen | 


A large custom three-manual Allen 
has been installed in the Irvington 
Presbyterian Church, Irvington-on-Hud- 
son, N.Y. Organist and director of mu- 
sic is Mary Elizabeth Jenkins, graduate 
of Juilliard School and Union Theo- 
logical Seminary School of Sacred Music. 
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I’ is no more possible to study French 
Baroque choral music as an isolated 
phenomenon than it is to examine any 
of the then-current religious practices 
without reference to the entire theologi- 
cal climate of the time. Obviously, no 
short discussion can be attempted in 
which the involved relationships among 
several predominant musical styles are 
clearly apparent. It would be simpler 
to deal only with the evidence point- 
ing to an international style in large- 
scale Baroque choral works, for what 
emerges is a picture of church music 
strongly affected by the addition of 
styles, forms, and techniques that first 
appeared prominently in the theater, 
and especially in the opera. That this 
influence made a different impact upon 
each of several places because of vary- 
ing amounts of financial support, dif- 
fering local practices concerned with 
the centralization of power, and, only 
to a lesser extent, because of unique 
national musical characteristics, seems 
also to be apparent. Some comparison 
of the various national musical prac- 
tices will be necessary, but the emphasis 
of this discussion will be on French 
music. 

In order to assess the position of 
French choral music of the 17th and 
18th centuries, at least three things 
will have to be considered. First, French 
music must be viewed in relation to the 
other important musical styles of the 
same period; second, it must be ex- 
amined for any unique features it 
possesses, through its forms and com- 
posers; and, third, some typical works 
must be considered, however briefly 
this must be done in the interests of 
space and available material. 

One of the unavoidable truths of 
historical study is that documents tend 
to accumulate and survive best at cen- 
ters of authority and power; one of its 
blessings is that men of importance 
strive to attach themselves to such cen- 
ters, and the best of them generally suc- 
ceed in their attempts. Consequently, 
while the danger exists that evidence 
concerning some important person or 
activity may lie unnoticed after the 
dust of centuries has settled, the sur- 
viving information usually gives a fair 
picture of the leading practices of a 
place and period, and documentary evi- 
dence, supported by the music itself, 
makes local pictures spring to life as 
more than a dim reflection of the past. 
Comparisons with similar situations in 
other locations always prove desirable, 
and sometimes are fruitful in illumi- 
nating musical practices that are dimly 
seen when only a single source of in- 
formation is used. By such compari- 
sons, we shall see here that no single 
country developed its choral tradition 
in complete isolation, but that an in- 
terplay of style and practice is always 
to some extent evident. 

France is one of those countries in 
which power, society, culture, and nat- 
urally music, were highly centralized 
at the court. The musical activity was 
strongest at the royal court because of 
the taste that was stimulated there, 
supported by the treasury and patron- 
age of the time, and because no other 
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substantial outlet besides parechial 
church work or minor patronage was 
available to French musicians of the 
17th and 18th centuries. We must, 
at this point, discount any influence 
that might have been exerted by the 
emerging operatic movement which, 
even though it falls slightly within our 
period of study, was not a significant 
force in choral music except as it 
affected inserted solo sections of large 
compositions, as it was a vehicle for 
chorus, especially in Lully’s operas, or 
as it provided a pattern for the over- 
tures to such large choral pieces. 

It is necessary to have a clear picture 
of what we mean by the French coutt. 
Too often the term is used loosely and 
in a sense that gives life only to the 
phase of activity with which the user 
concerns himself. The following de- 
scription is appropriate to the later 
years of Jean-Baptiste Lully (1632- 
1687), with whose influence we shall 
be concerned shortly. 


The court, in 1664, comprised some six 
hundred persons: the royal family, the 
higher nobility, the foreign envoys, and 
the servant staff. In the fullness of Ver- 
sailles [after 1682, the year in which Louis 
XIV moved his entourage there] it grew 
to ten thousand souls, but this included 
notables in occasional attendance, all the 
entertainers and servitors, and the artists and 
authors whom the King had singled out 
for reward. To be invited to the court 
became a passion only third to hunger and 
sex; even to be there for a day was a 
memorable ecstasy, worth half a lifetime’s 
savings. 


It was in connection with this sy- 
baritic life that the arts flourished in 
France, the music reflecting the in- 
evitable interchange of religious and 
secular idioms, if such differences may 
be mentioned inasmuch as the courtly 
life was highly secular in its approach 
to religion, to say the least. It is like- 
wise to this court’s music that we must 
address our attention if we attempt to 
isolate any completely French character- 
istics in religious music for this period. 
Before going on to a specific appraisal 
of French music, however, it will be 
interesting to see what parallels may 
be found in the choral music of the 
other leading cultures of Europe, 
whether there was some common area 
of communication that overrode local 
style and idiom, some common means 
of communication that was either in- 
herent in religious choral music or that 
came from some common ancestry. 

Comparing the religious choral styles 
of the leading Roman Catholic and 
Protestant areas of Europe at the be- 
ginning of the 17th century, we see they 
have in common the retention of tra- 
ditional materials that were liturgically 
sound. We also find that the intrusion 
of secular materials results in a gen- 
eral contamination of supposedly re- 
ligious style. Often these contamina- 
tions were the result of a search for 
variety in extended, multisectional com- 
positions. We can observe the interre- 
lationship of the countries involved, 
and of the styles they embraced, in 
diagram form before we undertake an 
examination of them separately. 


TABLE I 

Styles at 

of the Seventeenth Century 
Roman Catholic 


the Beginning 


Roman school was essentially unaccompanied, contrapuntal, with some use of deuble 


Venetian school was experimental, using contrasting instrumental and vocal groups, 


Employment of both Italian styles, with tradition generally favoring the Roman 
practice except where court sponsorship made orchestras available. The existence of 
several courts other than that of the Hapsburgs made possible a considerable amount 
of variety. 

FRANCE 

Unaccompanied choral style for motets and Masses, with the use of organ to sup- 
port singers in parochial churches. The royal taste is evident in orchestral accompani- 
ments for Masses and motets performed at court. A considerable interest was shown 
in writing for soloists and solo ensembles in the motets. 

The Above Used Latin Texts Almost Exclusively 


Protestant 

NORTH GERMANY 

Lutheran practice retained unaccompanied motets, but developed multisectional 
pieces with accompaniment, using solo voices and chorus, accompanied by orchestra 
when available. Support came from petty courts, city-church funds, Texts in German 
or Latin. There was no important choral development that stemmed from German 
Calvinism. 
ENGLAND 

The Service was used as a substitute for the Mass, employing sections of the Roman 
Canonical Hours and Mass. Anthems were substituted for motets: the full anthem was 
generally for unaccompanied chorus; the verse anthem used solos, ensembles, and 
chorus with accompaniment. Solo anthems and full anthems with verses also came 
into use. The texts were invariably in English. 





THE DIAPASON 


France and the “International” Choral Style 
of the 17th and 18th Centuries 


We may generalize to some extent 
in saying that the Roman practice, 
sometimes still referred to as the 
Palestrina style, was usually most scru- 
pulously followed in those places where 
papal authority was strongly felt, and 
to a lesser extent in those where secular 
authority was strong or where no physi- 
cal proximity or easy lines of commu- 
nication with Rome existed. The prac- 
tice in Venice, for example, represented 
the influence of wealth and a secular 
outlook as well as the freedom from 
Roman control] that was evident at St. 
Mark’s2 The Roman practice showed, 
to a great extent, an abstract, unemo- 
tional, contrapuntal, and generally un- 
accompanied choral style; the Venetian, 
an experimental treatment of voices 
and instruments with a high degree of 
contrast, excitement, and a fortuitous 
attraction for a vital group of com- 
posers who developed the concertato 
style, featuring alternation between in- 
struments and voices as well as between 
groups of voices themselves. The prox- 
imity of Austria and South Germany, 
the common bond of Catholicism, and 
the easy access of musicians and wealthy 
patrons from one place to another, all 
helped to transmit the liturgical style 
into the German-speaking south, an 
area touched with some of the Venetian 
freedom, but not entirely outside the 
reach of Roman authority. France, with 
its common boundaries with South Ger- 
many and Italy, completed the liturgi- 
cal group that, for doctrinal reasons, 
espoused Latin almost exclusively® 
while remaining largely under the dom- 
ination of Catholic thought (see Table 
II). 

The situation in France was some- 
what different from that in the other 
countries mentioned, however, because 
of the special and almost total dom- 
inance of the court. While the un- 
accompanied choral style was still used 
for motets of the older type and for 
Masses in parochial churches where 
singers and organists were often the 
entire musical complement, the taste 
of the king and the flamboyance of 
courtly life were evident in the orches- 
tral accompaniments for Masses and 
motets performed at the court. The 
Masses, except for a few vernacular 
works, tended to be firmly attached to 
the liturgical tradition, but the motets, 
using special texts for variable feasts 
and local observances — and this in- 
cludes the various pieces that were 
identified simply as psalms — were 
treated with considerable freedom. The 
two types that had specific French 
designations, the petit motet and the 
grand motet, used both solo and chorus, 
along with some kind of accompani- 
ment. The former might have one or 
more solo voices, chorus, and an or- 
chestra or only a continuo group; the 
latter usually presented several con- 
trasting musical ideas on a larger scale, 
with more people, and in several move- 
ments. It is these grand motets, re- 
cently given considerable attention by 
scholars and performers, that bear a 
close relationship to some forms of 
Protestant music in dimension and style 
rather than in religious function. It is 
possible that the main thread of that 
relationship is found in the presence of 
secular elements in each case, and in a 
transfer of idioms from France to 
England in one. For that reason we 
must consider, however briefly, the 
practices of North Germany and Eng- 
land. 

North Germany was not a country 
with a central government, but was 
rather a loose alliance of petty princi- 
palities, each supporting a qcrenr eate 
organization or, if too small for that, 
espousing a belief that was intended to 
be shared by the ruler and the ruled. 
Among the Lutherans this often showed 
up as a church supporting its own 
parochial school which provided educa- 
tion for the boys of the community, 
those boys furnishing, in turn, much 
of the choral group that sang for the 
church services. The Lutheran practice 
retained the unaccompanied motets of 
the earlier Catholic practice, and added 
to them elaborate multisectional pieces 
with solo voices, chorus, and orchestra 
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TABLE II 
The dispersal of religious influence and language patterns in music in the seven- 
teenth century. (Map by Patricia T. Wienandt). 


~ stemming from an early exposure to 
the Venetian school and its practice — 
that usually had German texts, al- 
though a continuation of Latin was 
permitted and practiced in some places 
for parts of the service. 

England, in its disavowal of Roman 
authority during the reign of Henry 
VIII, completely rejected Latin and 
substituted English, with results that 
were not always satisfactory musically. 
Instead of the Mass there was intro- 
duced a modified liturgical observance 
called the Service. It is too complex 
to discuss here, but it is described in 
several standard texts and dictionaries, 
and it may be studied there with profit 
by those who have no familiarity with 
its structure. More to the point of our 
search for an international musical style 
is the anthem, for it served as a sub- 
stitute for the Latin motet, setting the 
Proper texts for the day, psalms, Col- 
lects, and occasional nonscriptural re- 
ligious poetry. The most elaborate of 
the anthems were the verse anthems, 
beginning with a solo voice or solo en- 
semble, and employing chorus and or- 
chestra along with other solo sections, 
It is this similarity of organization of 
materials and human forces that is 
worth pursuing briefly before we re- 
turn to French music specifically. 

It has been evident that in matters 
of text there was no great freedom 
exercised in any country unless that 
freedom was permitted by the domi- 
nant religious establishment. Catholic 
countries, even though their composers 
sought musical freedom in one way or 
another, were treated to a steady diet 
of Latin texts. A few works not in- 
tended for regular church services 
might escape that restriction — for ex- 
ample, the oratorio volgare in Italy was 
in the vernacular — but almost every 
liturgical piece was firmly tied to the 
traditional language of Catholicism. 
The Lutherans, who challenged the 
traditional form of communication as 


well as dogma, tended strongly to the 
use of German, but were not required 
to desist from Latin when and where 
it could be understood. The English, 
most strongly separated from Rome by 
royal decree, turned their backs com- 
pletely on Latin and were forced into 
the use of their native tongue. Some 
case may be made for the rugged vigor 
of German in the Lutheran settings, 
but the English brought upon them- 
selves a dual problem — the unmusi- 
cal demand for syllabic settings, and 
the awkwardness of deliberate mis- 
accentuation. 

There was a much clearer line of 
musical continuity, traceable in most 
instances back to Italy. That line can 
be found in the basic forms that made 
their way into the German cantata, the 
English anthem, and the French motet 
— arias, recitatives, and the like. Rising 
from the early Baroque theatrical ex- 
periments in Italy that evolved into 
opera, these features were adopted by 
the modern composers of each country, 
carried back not only for stage and 
dramatic purposes, but brought into re- 
ligious music in the same manner that 
new ideas from every musical genera- 
tion have crossed the artificial boun- 
daries that separate religious and secu- 
lar music. The distinction between these 
religious types and opera itself lay 
mostly in the place of performance — 


‘the church rather than the theater — 


and the consistent use of choral pieces, 
often contrapuntal, in the church music 
that contained those new ideas. It is 
only a slight overemphasis to say, as 
does one recent source, that “the motet 
for large chorus is a sort of religious 
opera with an overture (cf. Marc-An- 
toine Charpentier), recitatives, arias, vo- 
cal ensembles, duets, trios, or quartets, 
which the chorus answers.®” 
Similarities can be found also in the 
performing forces of the various coun- 
tries. The choirs were, except for those 
in female convents, Venetian conserva- 


tories (ospedali) for orphaned, aban- 
doned, or wayward girls, or some rural 
churches and a few urban centers where 
experiment was undertaken” made up 
entirely of men and boys, While the 
disposition of those boys’ voices dif- 
fered from one place to another — 
for instance, in Germany the boys sang 
soprano and alto parts, but in England 
boys sang treble and men sang counter- 
tenor (alto) without exception — the 
practice of avoiding the use of women 
in church music was quite general. 
Since these boys needed training at an 
early age and their usefulness was 
limited to the time before their voices 
changed, situations for training them 
were as elaborate and well organized 
as local practice and finances would 
ermit. The Germans were fortunate 
in their parochial school-church rela- 
tionship, the Italians had developed 
and spread a tradition of scholae can- 
torum that served most _ sizeable 
churches of the Catholic tradition, and 
the court churches were supplied by 
chapels, royal or otherwise, in which 
the adult performers and the student 
singers worked together, usually with 
one of the seasoned adults acting as 
supervisor of the children. England 
and France alike, since both had chapels 
connected with the royal court, de- 
veloped strong traditions. The English 
suffered from inbreeding through suc- 
cessive generations of students remain- 
ing as teachers;* the French, benefitting 
from the whims of a more capricious 
monarchal control, maintained a more 
vital situation until the Revolution put 
an end to such matters for a time. 

Among these performing forces were 
instrumentalists as well as vocalists. The 
Italians of the Roman school were lim- 
ited to the organ, and even the use of 
that instrument was as severely con- 
trolled as were vocal parts, as may be 
seen from the statement in the Rules 
for Sacred Music by the Council of 
Trent, to the effect that officials should 
“prevent the use in Church of any 
music which has a sensuous or impure 
character, and this, whether such music 
be for the organ or for the voice.’ 
While such restrictions were intended 
to apply to all Catholic Christendom, 
the Venetians within a few decades were 
engaging in an exciting interplay of 
string and wind instruments with their 
choruses and organs; the South Ger- 
mans and Austrians later tempted the 
papal wrath by introducing instruments 
into their larger churches and ca- 
thedrals in the face of continuing de- 
crees to the contrary. In fact, as late 
as 1749, an Encyclical Letter of Pope 
Benedict XIV stated that “the cus- 
tom is tolerated in those places where 
it has already been introduced, of play- 
ing the organ or other instruments in 
Church," but the list of instruments 
so tolerated was limited to bassoons 
and strings, all others being specifi- 
cally forbidden. The North Germans, 
being Protestants and under no such 
limitations, introduced a larger range 
of instruments without fear of criticism 
(except from the Pietists); the French, 
ignoring if not defying the papal de- 
crees, transferred the orchestra of se- 
cular entertainments to the chapel and 
to religious music. 

It was in this instrumental music that 
one of the unique French features of 
church style was to be seen, for Lully, 
although not the first to use orches- 
tra in religious works, brought instru- 
mental playing to a peak of perfec- 
tion not seen before in France, and pos- 
sibly not elsewhere. The English bor- 
rowed directly from this French taste, 
for Charles II was an exile at the 
French court during the Common- 
wealth, and on his return to England 
in 1660 he brought with him a taste 
for French delights of many kinds, a 
taste that was reflected in music by 
his request for a band of 24 string 
players like that of Louis. These musi- 
clans, supported by occasional wind 
performers, played the instrumental 
parts for the verse anthems at the 
Chapel Royal, flattering the monarch 
by performing works in which the com- 
posers had introduced gay French dance 
rhythms between, and sometimes in 
accompaniment to, the scriptural texts 
of the anthems.” 

We have noted here that the most 
unusual feature of French choral music 
at this point was the use of the or- 
chestra and the kind of dance-derived 
music it sometimes played. We can 
pursue this farther by considering a 
few of the leading choral composers 

(Continued, next page) 
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of that country. One of the earliest 
significant men to write a new kind 
of church music was Nicolas Formé 
(1567-1638). He wrote motets that re- 
quired the choral forces to be divided 
into two contrasting groups. In addi- 
tion, he wrote solo and choral sections 
of his motets as contrasting parts 
rather than using the chorus simply 
to repeat the end of the preceding solo 
passage. The presence of solo parts 
with no instrumental support would 
be extremely odd — the English verse 
anthem and the German cantata, for 
instance, accompanied these _ sections 
from the outset of their existence — 
and the need for instrumental support 
is established early in France, even 
though no definite evidence of its 
existence in Formé’s work may be seen. 
His most important contribution will 
probably continue to be recognized as 
the use of contrasting double choruses, 
a treatment he apparently learned from 
Eustache Du Caurroy (1549-1609), whose 
pupil he had been. 

The next composer in this sequence 
wrote motets with instruments, per- 
haps to satisfy his own taste, perhaps 
that of the king. He was Henry Du 
Mont (1610-1684), a Walloon whose 
work took him from his native Bel- 
gium into France for his mature years. 
The patronage system made it possible 
for him to be recognized for his skills 
rather than his ancestry, and he rose 
to a position of high esteem at the 
court and the religious circles in which 
he worked. By 1640 he was organist 
at St. Paul’s Church in Paris, and in 
1663 (the year in which the Chapelle 
Royale was established) he became 
chapel master to Louis IV.” Perhaps 
his influence was not strong beyond 
the establishment of instrumentally ac- 
companied motets and the continued 
use of differentiated choral groups in 
polychoral composition, but he trod 
firmly on the path that was more easily 
followed by the next non-French com- 
poser to appear in Paris, Jean-Baptiste 
Lully 

Two of the Baroque’s most strongly 
influential composers were not natives 
of the countries they dominated. Han- 
del, an Italianized German, set a new 
ideal for the English in music for the 
stage, the concert hall, and, despite his 
relatively few works in that genre, for 
the church. Lully, an Italian who made 
his way to France in his early youth, 
brought French music to a high point 
that set the standard for the following 
generation at home and also touched 
several important places abroad. Han- 
del, and many other composers in the 
later years of that epoch, made use of 
the French overture form as it had 
been brought into prominence by 
Lully. But there were other features 
that made the Italian of the French 
court a man of great importance. He 
regularized the orchestral practice of 
his day by organizing, with the king’s 
approval, a group superior to the fa- 
mous vingt-quatre violons of which he 
had been a member, and by insisting 
on a uniform performance style to 
be perfected at regular rehearsals. He 


posers of that time, he wrote some 
church music. There are at least 25 
motets in which may be found such 
interesting features as differentiated 
choruses, adoption of theatrical idioms. 
orchestral interludes and regular in- 
strumental support for the larger 
chorus, and an avoidance of polyphony 
in the later works. Inasmuch as Lully 
was the favorite of the royal personage, 
holding a virtual monopoly on certain 
musical activities in the country, we 
may be certain that no strong opposing 
style was being developed successfully 
during his life. He died at the peak 
of his career, as the result of an un- 
fortunate accident in which he struck 
his big toe with the baton he used to 
sound the beat against the floor. He 
contracted blood-poisoning, and thus 
literally conducted himself into the 
next world! 

As to his musical contribution, we 
may observe several things by a com- 
parison of two works. The first, 
Miserere mei, Deus, is a grand motet 
that continues Formé’s practice in call- 
ing for a small chorus from which solo 
voices are selected to sing in contrast 
to, and sometimes with, a larger choral 
body. There is contrast in texture as 
well as size, for the small chorus is 
made up of SSATB; the larger, SATBB. 
The lightness of the first chorus is 
emphasized by its accompaniment of 
continuo only; the full body of sound 
in the second chorus is strengthened 
by the use of the string orchestra at 
all times. 

The composition, requiring 75 folio 
pages in the edition cited, is continuous. 
There are no full cadential stops be- 
tween solo sections, choruses, orchestral 
interludes, or ensembles, but each flows 
into the next without interruption al- 
though tempo, meter, and mood under- 
go frequent changes. No piece that runs 
to several hundred measures could 
maintain interest, especially at a court 
where the religious nature of the com- 
position must have been of secondary 
importance to many of its auditors, 
unless considerable variety could be 
felt by those present, whether or not 
they were trained in the refinements 
of musical creativeness. What must have 
come through strongly was the vigor 
of the rhythmic treatment, for not 
only was there tremendous variety in 
that respect, but the preponderance of 
syllabic text setting gave a direct 
strength to the composition as well. 
Even in the solo sections the settings 
rarely went beyond the pairing of notes 
on a syllable, and the rare instances 
of florid writing are diatonic with 
clearly discernible chordal orientation. 
Vigorous dotted rhythms abound in 
both duple and triple meter, and the 
latter (Ex. 1) are reminiscent of the 
saraband and other popular dances of 
the time. The nature of the text, suit- 
able to the piece’s performances at 
Tenebrae and at a funeral service, is 
oddly at variance with such dancelike 
patterns, but this reflects more on the 
different taste of that time and place 
than on the skill of Lully or the su- 
periority of our own judgment. 


SS 


Ex. 1. Characteristic dance rhythm from Lully’s motet, Miserere mei, Deus, after 


Oeuvres (Les Motets), I, 44. 


brought to the composition of music 
for this group a fullness of texture 
that was new, and which he achieved 
by writing more melodically for the 
inner parts than had been the common 
practice. Since those inner parts were 
now naturally present in the orchestra, 
the improvisatory character of the con- 
tinuo keyboard performer’s responsi- 
bility was lessened inasmuch as com- 
plete harmonies were formed in the 
orchestra without their needing to be 
formed from the figured bass, Added 
to that was Lully’s practice of con- 
ducting with a baton — large, to be 
sure — rather than at the keyboard; 
however, the latter still remained the 
common practice for another century at 
least. 

Lully made an impressive reputation 
in opera and ballet composition, and, 
as was the custom with nearly all com- 


By way of contrast, we may con- 
sider a shorter and more joyful piece, 
Plaude, laetare, Gallia,“ the text com- 
posed by Pierre Perrin in 1661 to cele- 
brate the birth of the Dauphin. Lully 
made the musical setting in 1666, the 
same year the Miserere was first heard, 
but it was not performed publicly un- 
til two years later.® It also is a con- 
tinuous piece employing two choirs, 
SSATB and SATBB, as was the 
Miserere, with soloists drawn from the 
small, lighter-textured group. There is 
less contrast of tempo and mood, the 
piece being confined to sections of 
duple and rite see duple meter. 
Strong dotted rhythms and_trochaic 
patterns abound; the general tone is 
one of suitable jubilation; and strong 
chordal patterns are predominant, with 
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few florid sections except for the choral 
treatment of the words “laetare” and 
“triumphet.” 

With such a musical pattern before 
the French, it was to be impossible 
for any other composer to achieve 
prominence equal to Lully’s during his 
lifetime. This was the fate of Marc- 
Antoine Charpentier (1634-1704), a tal- 
ented and most capable musician, to 
fall under the shadow of Lully’s su- 
premacy. Charpentier was a _ native 
Frenchman, but because of his Italian 
study with Carissimi — from whom 
he learned the idea of oratorio writ- 
ing, an idea not well received in France 
at that time probably because its form 
and content were too reserved — he 
was considered too Italianate for French 
taste generally. It has been the good 
fortune of French church music that 
Charpentier was not accorded a warm 
welcome at court, for in his other con- 
nections he produced a large amount 
of fine religious music, much of it 
showing a fusion of French and Italian 
practice. 

Two works may be singled out to 
illustrate this combination of national 
idioms, and it may be safely assumed 
that similar characteristics will be 
found in others, His brief, oratoriolike 
In Nativitatem Dfomini] _ N[ostri] 
Jesu] Christi] Canticum® shows 
Italian influence in its use of a narra- 
tor, in the character of its recitatives, 
in the lyrical qualities of its solo pass- 
ages, in its use of counterpoint, and 
in its adoption of the Italian basic 
orchestra of two violins and continuo 
i.e, the trio-sonata performing group 
that was readily found wherever string 
players were at all available. The 
French features include dance rhythms, 
a march, and the general air of in- 
genuous charm with which the work 
is infused. 

His Mass, based on French carols 
for the midnight service at Christmas, 
borrows material from ten noéls, using 
not the entire piece but weaving char- 
acteristic motivic sections into the con- 
trapuntal or harmonic texture. Only 
the melodies are employed, for the 
Mass does not violate the liturgical 
proprieties to the extent of using ver- 
nacular texts. Latin is still the verbal 
vehicle. —The manner in which ma- 
terial from one of the noéls is used is 
illustrated in Ex. 2, where the carol 
material is heard at the very first utter- 
ance of the voices, being forecast by 
the opening instrumental section as 
well. 

The post of superintendent of the 
Chapelle Royale was one of consider- 
able importance and, since the time of 
Du Mont, it was sought by composers 
both as a symbol of prestige and as 
a source of revenue. Between 1683 and 
1704 that post was held jointly by 
Michel Richard de Lalande (1657- 
1726) and three other men. In the latter 
year he was given full charge of the 
Chapelle, and he continued in the ca- 
pacity of superintendent until 1722, 
when he asked that the work again be 
divided among four people as it had 
been in the past. His principal achieve- 
ment in the composition of grand 
motets was probably the skillful im- 
position of polyphony upon the exist- 
ing homophonic framework. 


Among the men with whom Lalande 
shared the superintendency on his re- 
turn to the Chapelle was André Campra 
(1660-1744) who, after establishing him- 
self as a composer of opera — a genre 
in which, incidentally, he demonstrated 
both interest in and grasp of Italian 
style” — returned to church music 
composition in his old age. His experi- 
ence, his wide range of interests, and 
his eventual stronger inclination to- 
ward religious music, in which he had 
spent 20 years before undertaking his 
successful career as an opera composer, 
fitted him well for breaking the mold 
of French choral practice. He brought 
to that choral literature a greater va- 
riety of voice arrangements, greater in- 
terest in alternating sections of récit — 
a French type corresponding more to 
the aria than to the Italian recitative 
— and chorus, expansion of the or- 
chestral body to the regular use of 
wind instruments and their occasional 
use as obbligato solo instruments, and 
an eventual shift from the five-part 
orchestra of Lully’s time to the more 
international four-part.® With Campra 
the change from continuous composi- 
tions to sectional, cantata-like motets 
made up of separate movements js ac- 
complished. This separation of  sec- 
tions was to remain constant in the 
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genre until its decline a generation 
later. 

A contemporary of Campra’s who is 
often overlooked because of the scar- 
city of his published church music and 
his greater importance to other areas 
of musical interest was Jean-Philippe 
Rameau (1683-1764). His contribution, 
though small, is significant in that it 
shows some of the same features as are 
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evident in Campra’s pieces; division 
into sections, emphasis on alternation 
between solo and chorus, expansion of 
orchestral forces, and some sections with 
polyphonic texture. A single movement 
for chorus and organ, Laboravi clamans, 
written before 1722, although not typi- 
cal of the multi-movement treatment, 
illustrates his polyphonic writing (Ex. 
3). 
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Ex. 2. Opening measures of the carol “Joseph est bien marié” and Charpentier’s 
Messe de Minuit pour Noél, illustrating Charpentier’s use of the tune in the Kyrie. 
(Copyright 1962 by Concordia Publishing House, St. Louis, Missouri. Reprinted with permission.) 
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Ex. 3. Opening measures of Rameau’s Laboravi clamans. Jean-Philippe Rameau, 
Oeuvres Complétes (Paris: A Durand et fils, 1895-1913), V, 1. The bass enters 
seven beats after the passage given here, singing the passage shown for altos in 


this example. 


There remains onl Jerri taker 
Cassanéa de Mondonville (1711-1772) 
as an important composer of the 


Chapelle Royale. Using Mondonville’s 
Jubilate (Psalm XCIX) as an example,” 
it is evident that simpler, more easily 
understood musical ingredients and tex- 
tures were making their way into the 
grand motet. A single five-part chorus 
is employed, the orchestra is the gen- 
erally accepted symphonic ideal of 
four-part texture with strings and some 
winds, the choral writing tends more 
toward the homophonic texture than 
that of the previous generation, and 
melismatic passages are infrequently 
encountered in the chorus, although 
soloists are permitted some rhapsodic 
sweeps of melody, All in all, the music 
is sophisticated by the standards of its 
day, but it bears evidence of the fate 
such expression was to suffer. It was 
meant to be enjoyed only by a special- 
ized audience in situations not directly 
connected with the religious experience. 
It is not that the technique of com- 
position failed to keep pace with the 
needs of music, nor was it that French 
religious music was so far out of line 
with that of other countries that it 
went into obscurity. Rather, it was the 
centralized contro] and support at the 
French court that caused the twilight 
of the art, for when the royal estab- 
lishment went down under the force 
of the Revolution, the Chapelle went 
with it, leaving only the Concert 
spirituel as an outlet for such music, 
and much of the production of that 
institution was devoted to orchestral 
music by the time the Revolution cast 
its pall over the arts as France had 
been accustomed to enjoying them. 
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DUDLEY WARNER FITCH DEAD 
AT 85; 70-YEAR CAREER 


Dudley Warner Fitch died Nov. 20 
at Laguna Beach, Calif. where he had 
lived for several years. He was 85 years 
old. 

His long career, spanning 70 years, be- 
gan at the age of 15 at Newton, Mass. 
From 1924 to 1941 he was organist and 
choirmaster at St. Paul’s Cathedral, Los 
Angeles, and later for several years held 
a similar position at St. Paul’s Church, 
Des Moines, Iowa. 

He was dean of the Southern Cali- 
fornia AGO Chapter in 1922. In 1923 
it became the Los Angeles Chapter and 
he was its first dean. 


REPORT IRENE BRESSLER’S 
DEATH AT HARRISBURG, PA. 


Belated word from a fellow charter 
member of the Harrisburg AGO Chap- 
ter reports the death of Irene G. 
Bressler. Miss Bressler was registrar of 
the chapter at the time of her death 
Sept. 27, 1969 and had served as dean 
and in other capacities. Her chapter 
scrap books were a matter of great 
local pride. 

For many years she was organist in 
the Messiah Lutheran Church, After 
her retirement she had been in demand 
as a substitute in various churches, and 
served as assistant both at Messiah 
church and at the Salem United Church 
of Christ. 

Miss Bressler was famous for her 
flower garden and became an authority 
on flower arranging. She participated in 
various activities for encouraging 
youth. 


ELISABETH ANDERSON DIES; 
SERVED IN FLUSHING, PEORIA 


Belated word reaching THE DIAPASON 
office, reports the death of Elisabeth 
Anderson, for many years organist of 
the First Methodist Church, Flushing 
(Queensboro suburb of New York City). 
She died suddenly in August 1969 at 
Peoria, Ill. to which she had returned 
a few years previously. 

In Peoria, Miss Anderson had served 
St. Andrew’s Episcopal and since her 
return had substituted in several posts. 

A student of Willem Middelschulte 
in Chicago, she studied with Clarence 
Dickinson at Union Seminary. She be- 
gan her long service in the Flushing 
church in 1931. She spent much of her 
life as a piano teacher, with particular 
emphasis on class teaching. She was a 
charter member of the Peoria AGO 
Chapter and was its treasurer at the 
time of her death. 


ORGANIST OF DULUTH DIES; 
UNUSUAL PERSONAL RECORD 


Mrs. Edwin J. Olsen, 71, well-known 
musician of the Duluth, Minn. area, died 
Jan. 9 in a Duluth hospital. A native 
of Duluth, she was baptised, confirmed 
and married in the First Lutheran 
Church where she served as organist for 
52 years. A memorial service for her 
was held Jan. 12 in the church, with 
the choir singing two of her favorite 
anthems. 





New Records 


Although only one record this month 
is squarely in the middle of THE DIAPA- 
30N’s field of involvement, all three 
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should have wide interest for our read- 
ers. 

The specifically organ record is a 
continuation of E. Power Biggs’ Historic 
Organs of Europe series, this being 
Historic Organs of Italy (Columbia 
MS7379) with organs of Bologna, Bres- 
cia, Ravenna and Bergamo recorded— 
some of the very organs heard at the 
1969 meeting of the Gesellschaft der 
Orgelfreunde reported by David Sanger 
on page 18 of last December’s issue. Mr. 
Biggs, as is his custom, plays Italian 
music peculiarly at home on the instru- 
ments chosen. The good engineering and 
the helpful jacket notes add up to an- 
other record in the Biggs series which 
is valuable and enjoyable. 

An Argo record of Delius and Elgar 
part songs is sung in fine style with 
beautiful balance, tone and diction by 
the Louis Halsey singers. It certainly 
gives us this late Romantic music at its 


best (ZRG607). The individual har- 
monic lushness of the entirely secular 
Delius songs is particularly well pro- 
jected. The Elgar songs cover a wider 
range and emphasize Elgar’s special 
choral equipment and his intimate feel- 
ing for good prosody. The poems he 
selected have a more spiritual cast than 
those of Delius. This is perhaps not 
music for everybody these days but is a 
superb example of its special category. 

Most of our readers will remember 
the series On Using Early Keyboard Fin- 
gerings by Sol Babitz, which appeared 
in our issues of February, March and 
April 1969. Certainly the work of the 
Early Music Laboratory is important 
and we should all want to know its con- 
clusions whether or not we agree with 
them, or even when we question their 
research techniques (see Peter Le Hu- 
ray’s Sequel in June, July and August 
issues of 1969). A record from EML, 


P.O. Box 2552, Los Angeles, Calif. 90028 
entitled The Future of Baroque Music, 
accompanied by a booklet, The Baroque 
Hoax, both by Mr. Babitz, would be 
valuable for study by almost any ser- 
ious musician. We feel that Mr. Babitz’ 
apparent determination to set himself 
up as a controversial battler against an 
international conspiracy of establish- 
ment musicologists sounds a little bit 
silly, and detracts from the soundness 
and even credibility of his really val- 
uable work. Better playing on the rec- 
ord, too, (Mr. Babitz violin playing, 
particularly) and a little less “‘pamphlet- 
eer” approach to both the contents 
and appearance of the booklet would 
have emphasized more clearly the con- 
trasts he wants to point out. So our 
opinion would have to be: this is a 
valuable release but not nearly as good 
as it should have been. -- FC 








Saville organs sound better than 90% of all other 
church organs ... regardless of price ... regardless 
of tone source . . . regardless of size. 

If you haven’t already discovered this, you'll prove 
it to yourself if you give your ears a chance. Write or 
call Saville, 2903 Shermer Road, Northbrook, Illinois 
(312) 272-7070, to arrange a demonstration of a 
Saville Custom Organ. 

For a “home” demonstration, or if you’re in a 
desperate hurry, send $2.00* to Saville for a stereo 
LP, “The Sounds of Saville”. 


*Outside Continental U.S.A., $3.00 


Sautlle 


The Custom Organ 





Saville Organ Company e 2903 Shermer Road e Northbrook, Illinois 60062 
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“ This precision transistorized electronic tuning 
3. instrument is used extensively in the tuning of 








POSITION WANTED 





POSITION WANTED — PROFESSIONAL 
organist and choirmaster needs to relocate in 
South or Southwest. All choirs, any denomina- 
tion considered. 50 years old, single, BMus. 
Will send tapes. Presently making $12,500. 
Address C-2, Tue Diapason. 


POSITION WANTED — ORGANIST- 
choir director seeking church desirous of fine 
music program. Doctorate in Sacred Music, 
organ major. Experienced in church, college 
fields; organ  recitalist. Address C-4, Tue 
Diapason. 


POSITION WANTED — HUSBAND-WIFE 
team looking for full-time positions in progres- 
sive Protestant church desiring first-rate music 
program. Excellent training, experience, refer- 
ences. Address C-7, Tue Diapason. 





WANTED—-MISCELLANEOUS 





WANTED — ORGANISTS WITH ME- 
chanical ability to save your church money. 
Send your pneumatics and pouches to us for 
releathering. Factory methods. Highest grade 
leather used. 40 years experience. John J. 
Knepple, 21 Seventh St., Ansonia, Conn. 
06401. 


WANTED — 16’ VIOLONE 44 PIPES 
and 8’ saxophone, both must be Haskell 
(Estey). Also want to hear from owners mu- 
tually interested in Aeolian and Duo-Art 
player pipe organs. Arthur H. Rebson, 6309 
McPherson, St. Louis, Mo. 63130. 


WANTED — EXPERIENCED ORGAN 
service man to work with prominent pipe 
organ company in New York area, servicing 
mostly new organs. Reply giving complete 
details. Address C-6, Tue Diapason. 


WANTED — SPENCER BLOWER THREE 
horsepower single phase, send full specifications, 
serial numbers, motor blower, also chest mag- 
nets. William A. Thomas, South Egremont, 
Mass. 01258. 


WANTED — MUSIC ROLLS FOR AUS- 
tin, Welte, Skinner, Aeolian, Duo-Art and 
Estey pipe organ players. J. V. Macartney, 
406 Haverford Ave., Narberth, Pa. 19072. 


WANTED — AEOLIAN DUO-ART PIPE 
organ roll player using 15-inch roll. Bill 
Schutz, 5447 Dahlia Drive, Los Angeles 90041. 
213-257-0471. 


WANTED — DIRECT ELECTRIC 
switches. Send quantity and price: Thomas 
Carey, 211 Bailey Hall, T.P., S.I.U., Carbon- 
dale, Til. 62901. 


WANTED — 93%4-INCH ROLLS FOR AN 
1890 Aeolian player reed organ. W. H. Jost, 
215 North Ave., Franklin Lakes, N.J. 07417. 


WANTED — MOLLER ARTISTE ORGAN 
player rolls. Paul McGilvery, 6438 West 28th 
St., Berwyn, Ill. 60402. 


CLASSIFIED ADVERTISEMENTS 


WASTED—MISCELLANEOUS 


WANTED — £ORGANIST-DIRECTOR, 
Presbyterian Church in college town. One 
choir, one rehearsal, two weekly services, two- 
manual Kilgen organ. Salary negotiable. West- 
minster Presbyterian Church, Church & Bar- 
nard Sts., West Chester, Pa. 19380. 


WANTED — ORGANIST-CHOIR DIREC- 
tor for music leadership program part time. 
Write Norman Elia, South Congregational 
Church, 90 Main Street, New Britain, Conn. 
06051. 


WANTED — TOY COUNTER, COMP- 
plete or incomplete, in any condition. Also 
need parts of toy counters such as_ beater 
assys, drums, etc. W. Scolnik, 36 Paramus 


Road, Paramus, N.J. 07652. 


MISCELLANEOUS 





“THE HARPSICHORD”, _ international 
quarterly for lovers of early keyboard instru- 
ments and music. Articles, interviews, photo- 
graphs and _ illustrations by today’s foremost 
artists. Comprehensive dissertations on buying, 
building, tuning, playing and maintaining harp- 
sichords, clavichords, etc. Interesting and 
authoritative history of the entire baroque 
era. Full-page photographs and descriptions of 
early as well as contemporary instruments. 
Provocative columns. Rare letters. $8 per an- 
num. ‘‘The Harpsichord’, Box 4323-D, Den- 
ver, Colo. 80204. 


VICTOR PIANOS & ORGANS IS OPEN- 
ing a new branch and will hire experienced 
organ salesman, player piano rebuilder, out- 
side organ demonstrator, piano refinisher, or- 
gan repairman, church organ salesman. Send 
resume to 300 N.W. 54 St., Miami, Fla. 33127. 
305-751-7502. 


SMALL POSITIV PIPE ORGANS, EXQUI- 
site quality; ideal for church, chapel or home; 
prices begin at less than $6,000 including in- 
stallation. Made in Western Europe. For de- 
tails write to Positiv Organs, P.O. Box 22128, 
Dallas, Tex. 75222. 
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POSITIONS AVAILABLE IN OUR VOIC- 
ing department for young persons interested in 
learning the art. Degree in organ from an 
accredited school required. All replies confs- 
dential. The Reuter Organ Company, P.O. 
Box 486, Lawrence, Kans. 66044. 


PIPE ORGAN KIT — TWO-RANK POR- 
table organ for your chamber ensemble. Kit 
$900. Assembled and voiced $2,000. Olympic 
Organ Builders, 318 N. 36th St., Seattle, Wash. 
98103. 


HARPSICHORDS, CLAVICHORDS — 
Magnificent tone & handsome appearance at 
reasonable cost. Maurice de Angeli, Box 190, 
R.D. #1, Pennsburg, Pa. 18073. 


SPERRHAKE HARPSICHORDS AND 
clavichords. Excellent, dependable, beautiful. 
Robert S. Taylor, 8710 Garfield St., Bethesda, 
Md. 20034. 


MISCELLANEOUS 


THE NEW 7-OCTAVE PETERSON CHRO- 
matic tuner, model 300 is now available from 
stock. Continuously variable Vernier control 
allows you to compensate for temperature or 
tune celeste ranks with ease. For more details: 
Peterson Electro-Musical products, Dept. 31, 
Worth, Ill. 60482. 


PIPE ORGAN SERVICE BUSINESS IN 
San Francisco area with 30 to 40 class A 
maintenance contracts. Will transfer only to 
first class organ mechanic. Circumstances re- 


quire immediate action. Address B-4, Tur 
Diapason. 
RECENT REVOLUTION IN ORGAN 


Building by Miller, hardbound $5.95. Man 
catalog reprints: Kilgen, Wurlitzer, Hope- 
Jones, Marr & Colton, etc. Send for free cata- 
log of all our books on organs and pianos. 
Vestal Press, Vestal 26, N.Y. 13850. 


ZIMBELSTERNS — FINEST OBTAIN- 
able, made in Western Europe. Can be con- 
nected to any pipe or electronic organ. Custom 
equipped to fit your needs. Write Zimbelstern, 
P.O. Box 22128, Daylas, Tex. 75222 for fur 
ther details. 


SERVICE MEN — DO YOU LACK SHOP 
space? We specialize in leather work, recover- 
ing pneumatics, pouches, actions, engraving, 
etc. Write R. M. Minium & Son, Box 293, 
Lewisburg, Pa. 17837. 


HARPSICHORDS, CLAVICHORDS. CUS- 
tom assembled from kits. Several dispositions; 
reasonable prices. For details write: Byron 
Harpsichords, Box 862, Lowell, Mass. 01853. 


JEREMY COOPER, ORGAN BUILDER, 


specializes in positives and small-moderate or- 


gans with mechanical actions. 3 John St., 
Methuen, Mass. 01844. 
FOR SALE 


FOR SALE — AUSTIN 3-MANUAL OR- 
gan, 1950, 34 ranks, harp and chimes. Perfect 
condition. Available for inspection. Asking 
$18,000. Integrated 1l-rank front organ plus 
console for additional $6,000. Chicago, Ill. Call 
312-243-2499 or 243-7170. 





FOR SALE — SKINNER 4-MANUAL 
drawknob console and matching bench. Beau- 
tiful condition. $400. David Junchen, Sherzard, 
Til. 61281. 309-593-8161. 





FOR SALE — TWO-MANUAL VOTTE- 
ler-Holtkamp console $80. Good condition. In 
use. Available in 2 months. F. Cande, 94 
Castle, Akron, Ohio 44313. 





FOR SALE — THREE MANUAL AND 
echo Austin available late spring. W. R. 
Bradberry, Signal Mountain, Tenn. 615-886- 
3220. 





FOR SALE — METAL ORGAN PIPES, 
first class workmanship. Helmut Hempel Organ 
is 4144 West 50th St., Cleveland, Ohio 
44144, 


FOR SALE 


FOR SALE — CASAVANT PIPE ORGAN, 
23° stops, 3 manuals, 32-note pedal manual 
e‘ectro-pneumatic, year 193), harmonious tone. 
Tor complete device of stops and other speci- 
{‘cations, an immediate answer given at all 
interested request. Also used Casavant organs 
of all dimensions from 10 to 80 stops. Lucien 
Caron, 6927 St-Denis, Montreal, Que. Canada. 


FOR SALE — 3/16 WURLITZER THE- 
a'rs pipe organ, model 260 special with brass 
irumpet, etc. Also have 2/6 Kilgen theatre or- 
gan. Both instruments very fine condition. For 
..iormation write or call Theodore C. Wood, 
R. 2, Salen, N.Y. 12865. 518-854-3189. 





FOR SALE — FIVE OCTAVE F-SCALE 
Pslton & Peloubet harmonium keyboard, ivory 
whites and (presumably) ebony sharps. Fine 
condition. $100 or best offer. Omar Whaley, 
2626 N. St. Louis Ave., Chicago 60647. 
312-342-5826. 





FOR SALE — CASAVANT 2-MANUAL, 
excellent condition, recntly rebuilt, presently 
can be played. Bolton Pipe Organ Company, 
820 Central Street, Framingham, Mass. 01701. 
1-617-872-1900. 





FOR SALE — USED 13-RANK MOLLER 
organ, pipes, chest and blower. Approximately 





50 years old. Reasonable offer acceptable. 
Irwin Reinholtz, P.O. Box 185, Lockport, 
N.Y., 14094 

FOR SALE — HAMMOND RT2 CON- 


cert model with DR20 tone cabinet. Perfect 
condition $1800. Good for chapel or private 
party. Laurel Watkins, 622 W. North, Hins- 
dale, Ill. 60521. 





FOR SALE — TWO ESTEY REED OR- 
gans, excellent condition, oak. 2 manual, 30 
pedal, 10 rank, 1 manual, 62 note, Orgoblo, 
Jr. Myron Law, Ri, Senecaville, Ohio 43780. 
614-838-2165. 





FOR SALE — PIPE ORGAN BUSINESS, 
tuning, repairing, rebuilding, valuable service 
contracts, great potentials, In East Pennsyl- 
vania. Address C-3, Tue Diapason. 





FOR SALE — HAMMOND PLAYER 
organ with rolls, speaker and bench. Unre- 
stored. Sell or swap for nickelodeon. R. Baker, 
4105 Pine St., Philadelphia, Pa. 19104. 





FOR SALE — ALLEN ORGAN, TWO 
manual and pedal, church size, separate speak- 
me model B-3. 1319 Kendon, St. Louis, Mo. 

131. 





FOR SALE — ESTEY PLAYER CONSOLE 
and relay rack, restorable. Also large roll 
rack. Both reasonable. In midwest. Address 
C-9, THe Diapason, 





FOR SALE — FOUR-MANUAL MOLLER 
console for 24-rank theatre organ. Mechanically 
perfect. Case needs work. No bench. $100. 
B. E. LeBarron, Bethany, Conn. 06525. 
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FOR SALE — 3/20 WURLITZER IN 
playing condition. Recently re-leathered and 
completely rebuilt. Address C-8, Tue Drapason. 









i CHROMATIC 


pianos, organs . . . band and orchestra 
instruments. Excellent for use in music 
instruction. No other tuner matches its accuracy, 
versatility and range. 

For more information on this instrument and 
other Peterson Chromatic Tuners write today: 


peterson 


Elect 





ro-Musical Products / Dept. 27, Worth, Illinois 60482 





















ORGAN CO. 


e PARIS, TEXAS: CALVARY UNITED METHODIST CHURCH 


2 Manuals, 17 Ranks 





architects and builders 
of custom instruments 
created for a purpose 


1906 — 1970 


Erie, Pennsylvania 
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Designer and Builder 


Tonal Revisions 


RICHARD MINNICH 


156 Longview Avenue 


White Plains, N.Y. 10606 





pipe organ builders 
tracker and electro-pneumatic 


W. Zimmer & Sons 


INCORPORATED 


4860 WILMONT ROAD ¢ CHARLOTTE, N. C. 28208 





BERKSHIRE ORGAN COMPANY 


68 So. Boulevard, West Springfield, Massachusetts 
PIPE ORGAN ARCHITECTS & BUILDERS 


STEINER 


ORGANS, INC. 


1138 Garvin Place 
Louisville, Kentucky 40203 
Tracker « Direct Electric 
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HELP WANTED 


Increased production requires additional 
organ building personnel in all phases, par- 
ticularly metal pipe making, flue and reed 
voicing. Superb new plant with latest equip- 
ment, south of Boston. Send work experience 
and wages desired to Aeolian-Skinner Or- 
gan Co., Inc., Pacella Park Drive, Randolph, 
Mass. 02368. All replies confidential. 
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FOR SALE 





FOR SALE — USED CONSOLE SHELL 
$25, two keyboards $40 (genuine ivory) need 
some work, 30-note pedal clavier $30 (needs 
work), ainphoard and stopkeys $15, theatre 
console type bench $35. Used blower unit, 
organ generator 10-15 volts, 2 hp motor 110- 
220 volts and blower, with automatic starter 
box $275. Pickup only, no crating. Located in 
Whitewater. After 9:00 p.m. phone 1-414-563- 
5934. H. E. Jahn, Jr., 119 North Main St., 
Fort Atkinson, Wis. 53538. 
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FOR SALE — WELTE 4-MANUAL DRAW- 
knob console with capture combination action; 
pipes (diapason chorus, reeds, flutes, 16’ pedal 
ranks, etc.), windchests, blowers, reservoirs, 
tremolos, swell shades, relays, switches, harp, 
chimes, etc. Send for list. R. A. Jorgensen, 
Box 87, Andrews Station, Berrien Springs, 
Mich. 49104. 616-473-2193. 
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FOR SALE — WELTE-MIGNON AUTO- 
matic roll player unit in cabinet with separate 
switch stack and relays, from 9-rank organ 
$500. Detailed specifications on request; 2 color 
photos, $1. Also 49-note Welte harp with 
action $250. W. H. Jost, 215 North Avenue, 
Franklin Lakes, N.J. 07417. 
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FOR SALE — 1926 KIMBALL, 3-MAN- 
ual, 2l-rank, contained in four chests plus 
offsets. Some stops suitable for either church 
or theatre type instrument. Immediate remov- 
al by purchaser. Now playing. William Murray, 
Emmanuel Church, LaGrange, Ill. 60525. 
312-352-1275. 


ee ee 
HARPSICHORD — SAME AS OWNED BY 
Philadelphia Orchestra and RCA Victor. In 
kit form for home workshop assembly $150. 
Also clavichord kit $100. Free brochure. Write: 
Zuckermann Harpsichords, Dept. D, 115 
Christopher St., New York City 10014. 


FOR SALE — SEVEN RANK CASAVANT 
pipe organ in excellent condition complete with 
two manual console. Suitable for small church 
or home studio. D. Pennoyer, Box 428, Ber- 
nardsville, N.J. 07924. 
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FOR SALE — TRACKER — JOHNSON 
& Son opus 686, 16-rank rebuildable. Theatre 
— Wurlitzer, 8 rank, horseshoe console, needs 
releathering. Contact Cannarsa Organs, Inc. 
Hollidaysburg, Pa. 16648. 
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FOR SALE — HARPSICHORDS, CLAVI- 
chords by Neupert, world’s finest, pldest maker, 
Catalogs on request. Magnamusic, Sharon, 
Conn. 
——————————— ee ee 

FOR SALE — WURLITZER BRASS SAX- 
ophone. Best offer. Address B-3, Tre Drapa- 
SON. 


CLASSIFIED ADVERTISEMENTS 


Classified advertising rates: per word, $.20; minimum charge, $2.50; box number, 
additione! $1.00. Replies to box numbers should be sent c/o The Diapason, 434 S. 
Wabash Avenue, Chicago, Ili. 60605 








FOR SALE 
FOR SALE — PILCHER PARTS ON 4- 
inch pressure. $40 each: 8-ft. viola, 8-ft. dul- 
ciana, 8-ft. cello, 8-ft. salicional. $50 each: 
8-ft. doppel flute, 4-ft. octave, 4-ft. flute 


harmonic. $55 each: 8-ft. open diapason, 8-ft. 
stopped diapason, 8-ft. vox humana. 8-ft. oboe 
horn $70; 20-note chimes and action $100. 
Manuals $25 each; pedalboard $35. Send for 
complete details. Steven Sykes, 8944 Tamaroa, 
Skokie, Ill. 60076. 312-676-0141. 


FOR SALE — ALLEN 2-MANUAL THE- 
ater deluxe, 1 year old; 3 tone cabinets hous- 
ing 15 speakers; speaking stops: 6 on pedal, 

on great, 14 on swell. Percussions: 2 on 
pedal, 9 on great, 6 on swell $6500. Call War- 
ren Zarrick 314-838-8509, Keyboard Hammond 
Organ Studios, 2576 Highway 140, Florissant, 
Mo. 63033. 


FOR SALE — KILGEN 8’ MELODIA, 
Miéller 8’ vox celeste (low C), Hutchings 
Votey 8’ viola (quint basses), $50 each. V 
cornet 2’ (W/breaks) $75, IV mixture 2’ $75. 
Moller 8’ oboe $75, Skinner 16-8 pedal wood 
open diapason $150. Kenneth Holden, 923 
Gardendale, Ferndale, Mich. 48220. 


FOR SALE — BALDWIN MODEL 11 
like new; celeste, console only $6,000. Baldwin 
model 6, like new, celeste, chimes, console 


only $4, 000. Baldwin model 5, renewed key 
switches, from $750. Speaker cabinets available. 
Bank financing. Rodgers Organ Studios, 183 
Golden Gate Ave., San Francisco 415-861- 1891, 


FOR SALE — CONN CLASSIC ORGAN, 
Model 813, 2 manuals, 32-note pedals. Separate 
speaker cabinets, Walnut finish. Excellent con- 
dition. Original cost $4,600. Asking $2,000. 
Robert Lawson, 17 Janssen Place, Kansas City, 
Mo. 64109. 


FOR SALE — SEVERAL FINE REED 
organs and melodeons. Expertly reconditioned. 
Reeds revoiced and tuned. Also replacements. 
The Little Organ Shop, C. H. Gunzinger, 
Box 276, Williamsville, Vt. 05362. 


FOR SALE — ARTISAN ORGANS, USED; 
incomplete and empty consoles. Used accessories 
and kits. Free brochure. Newport Organs, 
pe Monrovia Ave., Newport Beach, Calif. 
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FOR SALE — $10,000 BALDWIN MODEL 
10 organ traded in on new Allen. Yours for 
$2,000. Victor Pianos and Organs, 300 N.W. 
54 St., Miami, Fla. 33127. 305-751-7502. 





FOR SALE — PORTABLE PIPE ORGAN, 
Derrick Felgemaker 1867, 2 ranks. Excellent 
condition. Write: Dr. Bassiri, 1 Washington 
Ave., Morristown, N.J. 07960. 


FOR SALE 


THE GREAT WANDA LANDOWSKA 
had many good reasons to choose a_ metal 
frame harpsichord as her lifetime instrument. 
Such instruments, for a long time the privi- 
lege of the Few Great, are now available at 
reasonable prices. Sabathil harpsichords unite 
authentic, beautiful sound with modern reli- 
ability. S. Sabathil & Son, Ltd., 6430 Larch 
St., Vancouver 13, B.C., Canada. 


FOR SALE — GIESEKE CLARINET 16’ 
Y% length, copper, mint $400. Stinkens regal 
8’, new $260. Sw. bourdon 16’, fair $200. 
Two manual console $150. Reisner C-17 chest 
magnets and 6 point relays, used, 20¢ each. 
Two strings, 8 ft., $70 each. The Noack Or- 
gan Co., Inc., P.O. Box 96 s.v., Andover, 
Mass. 01810. 


FOR SALE — 16’ WURLITZER TUBA, 
85 pipes with offset chests $350; 10-hp phase 
shifter $300; 7!4-hp phase shifter $200; Morton 
16’ tibia, 12-pipes + violin 8’ chests $150: large 
Morton regulator $65; 8’ Morton diapason, 73 
pipes $125; 6’ x 6’ Morton shutters with 
motors $50. Kirk Whitcombe, 208 Lake Sam- 
manish Drive S.E., Redmond, Wash. 98052. 


FOR SALE — IN EXCELLENT PLAYING 


condition two Hillgreen-Lane electro-pneuma- 
tic chests. 6-rank chest, 61 notes per rank 
$175. 4-rank chest $125. Both on 4-inch wind; 
will operate on 5 or 6. Pipe Organ Service, 
68 South Main St., Miamisburg, Ohio 45342. 
513-866-6621. 


FOR SALE — NEW ONE-MANUAL OR- 
gan. Contains 8’ gedakt, 4’ rohrfléte, 2’ prin- 
cipal. Walnut casework, hook-down pedals, 
mechanical action. Suitable for chapel, home 
or studio. Richard L. Bond, 14214 E. Russell 
St., Whittier, Calif. 90605. 


FOR SALE — RODGERS 110 NEW 2- 
manual solid state AGO organ with presets, 


celestes, 100-watt speaker cabinet. $4,180. 
Suite 11, 2310 W. Orangewood, Phoenix, 
Ariz. 85021. 

FOR SALE — GULBRANSEN RIALTO 


Theatre organ with piano, multi-rank celeste, 
and Leslies 102, 103, 120, two years old. 
$3,500. L. Keesler, Box 449, Kernersville, N.C. 
27284. 


FOR SALE — NEUPERT AND SABATHIL 
harpsichords. Several models available from 
our showroom. Contact J. W. Allen, 500 Glen- 
way Ave., Bristol, Va., 24201. 703-669-8396. 


FOR SALE — ALLEN CUSTOM DELUXE 
theater organ. Four tone cabinets, Like new, 
$4250. 4529 Dickson Road, Indianapolis, Ind. 
46226. 





FOR SALE 





FOR SALE — PIPEWORK, CHESTS AND 
console from distinguished E. M. Skinner, 1914: 
16’ stops — contre posaune, English horn; 8’ 
stops — cornopean, oboe, orchestral oboe, 
fluegel horn, French horn, tuba _ mirabilis, 
dulcet II, vox humana; 4’ stops — clarion, 
four flutes; 32’ bombarde (unit, 1 — 97); 
other partial ranks. Available for removal 
in September at purchaser’s expense. Offers 
considered. Address C-5, Tue Diapason. 


FOR SALE — CONSOLE MIRRORS — 


suitable for organ console or piano. Solid hard- 
wood construction. Lacquer finished. Fully 
adjustable. Felted base. Size 14” x 5” x 514” 
high. Please specify wood finish desired. Full 
money-back guarantee. Shipped prepaid. $19.95. 
S. G. Bullions & Co., 211 York Ave., West 
Pittston, Pa. 18643. 


FOR SALE — LIQUIDATING NEW 
stock Rodgers organs. Model 660 D with four 
tone cabinets; Model 32 C with four tone 
cabinets; Model 321 Trio with two tone cabi- 
nets. All three-manual consoles. 30% off. Lively 
Music Service, 626 Parkview Center, Tusca- 
loosa, Ala. 35401. 


FOR SALE — 3-MANUAL RODGERS 
electronic organ with 4 Rodgers and 2 Leslie 
cabinets. All in excellent condition. Can be 
demonstrated and played. Long term financing 
available to responsible parties. Priced to save 
you 40%. Write P.O. Box 5264, Austin, Tex. 
78703. 


FOR SALE — SINGLE-MANUAL HARPSI- 
chords by Frank Hubbard. Four octaves, 
C-d’’’ (accurate copies of an Italian 17th 
century harpsichord). Available June 1970. 
$2,000. Frank Hubbard Harpsichords, Inc., 
185A Lyman Street, Waltham, Mass. 02154. 


FOR SALE — WURLITZER 2/7 RELAY 
$350. 5 hp single ph. 10” + 15” wind. Spencer 
blower $150, generator $25. R. Linnenburger, 
22 W. 440 Teakwood, Glen Ellyn, Ill. 60637. 
312-HO9-7468. 


FOR SALE — CONCERT HARPSICHORD, 
16’8’4’ — 8’8’, length 10 ft., seven pedals. 
Exceptional sound, walnut cabinet. Like new 
$4,500. Dr. E. Mueller, 707 Commonwealth 
Ave., Newton Center, Mass. 02159. 


FOR SALE — TRACKER ACTION TWO- 
manual and pedal pipe organ, 7 ranks, in fine 
condition. Best offer. Box 323, Schwenksville, 
Pa. 19473. 


FOR SALE — 7% hp ORGOBLO, 220 V., 
3 ph. 15” W.P., new bearings $200. Dennis 
Hedberg, 746 S.W. Evans St., Portland, Ore. 
97219. 503-244-7839, 
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MANUFACTURERS OF QUALITY ORGAN COMPONENTS 


Your personal wishes 
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| il are in good hands 
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Walt: 


Fa. Jacq. Stinkens 
Organ pipe makers 





ZEIST 
Holland 


ORGAN SERVICE-J.E. Lee, Jr. 


KNOXVILLE, TENNESSEE 37901 
Box 2061 
Tuning - Maintenance - Rebuilding 
Consultants 













Felix Schoenstein 
& Sons Pipe Organ Builders 
SAN FRANCISCO, CALIF. 





MARCH, 1970 








F. C. WICHLAC 
Organs — Sound 
Consultant 


8841 N. Ozanam Ave. « Niles, Illinois 60648 


FOR SALE: New Organ Pipes, 51% 
spotted metal, Mixtures, Scharffs, Cym- 
bels, Octaves, etc. promptly available. 
Excellent workmanship. Write to: Ex- 
perts on Organ Pipes, Gebriider Kés, 
53 Bonn - Bevel, West Germany. 


PIANO TUNING 


Learn Piano tuning and repair with easy 
ta follow home study course. Wide ope» 
field with good earnings. Makes excel- 
lent “extra” job. Write 

American School of Piano Tuning 


Dept. D, Box 707 Gilroy, Calif. 






FOR SALE 
NEW ORGAN PIPES 
From Organ Builder’s Inventory 
Reeds are from Carl Giesecke 
Flues are unvoiced unless noted 


Posaune 16’, 56 pipes, mitered W, 
Regal 16’, 61 pipes, Mahogany, 
Trompette 16’, #1-12, mitered 9, 
Rohrschalmei 8’, 61 pipes, 
Rohrschalmei 8’. #1-12 
Hautbois 8’, 61 pipes, 


Krummhorn 8’, 61 pipes, Mahogany 
Krummhorn 4’, 61 pipes, Copper 


Bordun 8’, 61 pipes, Mahogany, Voiced 


Bourdon 8’, 61 pipes, 
Singend Gedeckt 8’, 61 pipes, 
Salicional 8’, 61 pipes, 


Voix Celeste 8’, T.C., 49 pipes, Voiced, 


Octave 4’, 73 pipes, Voiced 
Spitzflute 4’, 61 pipes, 

Doican 4’, 49 pipes, 

Dolcan Celeste 4’, 49 pipes, 
Nazat 2-2/3’, 61 pipes, 
Blockflote 2’, 61 pipes, 

Terz 1-3/5’, 61 pipes 

Mixture III, 19-22-26, 183 pipes, 
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Address A-3, The Diapason. 





BOOKS ON 
ORGAN & ORGAN BUILDING 
EARLY KEYBOARD MUSIC 
Just Published 
J.K.F. FISCHER: Saemtliche Werke 
CHAMBONNIERES: Oe6cuvres completes 
Send for catalogues. 

BROUDE BROTHERS LTD. 


56 West 45th St. 
New York, N. Y. 10036 





FOR SALE 
COMPLETE PIPE SHOP 

Steel Mandrels 16 ft. to mixtures, 
tapered mandrels for reeds and 
feet, shear, 2 H.P. foot and body 
planer, 12 H.P. toe coning ma- 
chine, sturdy tables, zinc pipe 
patterns, many small teols and 
gauges. Casting table and $4600 
material inventory. New York area. 
Asking $6000. Address A-2, The 
Diapason. 
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Kilian Murtagh 
Concert Management 


ANNOUNCING 


EUROPEAN ARTISTS AVAILABLE 
SEASON 1970-71 





MARIE-CLAIRE ALAIN Oct. 1 — Dee. 15 


MICHAEL RADULESCU Nov. 1 — Dee. 15 
HEINZ WUNDERLICH Feb. 15 — April 2 
SIMON PRESTON April 15 — May 30 
MICHAEL SCHNEIDER April 15 — May 2 


GILLIAN WEIR Fall and Spring 
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FERGUSON 
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ROBERT BAKER RA 





JERALD HAMILTON 


CLAIRE COCI 
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WILMA JENSEN 


> 


DAVID CRAIGHEAD CLYDE HOLLOWAY 





JOAN LIPPINCOTT 


CATHARINE CROZIER 


BOX 272 CANAAN, CONNECTICUT 06018 











DONALD McDONALD 





MARILYN MASON 










LADD THOMAS > 


JOHN WEAVER 


WILLIAM WHITEHEAD 


203-824-7877 


